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Author’s  Preface 


1“ 'EN  years  ago  Pascal  Covici,  then  publishing  books  in  Chi¬ 
cago,  proposed  to  me  the  writing  of  a  book  aiming  to  cover 
the  history  and  development,  and  the  art  and  technique,  of 
bookmaking.  Acting  on  this  suggestion,  I  wrote  The  Golden  Boo\, 
the  first  edition  of  which  he  published  in  1927.  That  the  subject 
was  one  of  wide  interest  was  demonstrated  by  the  fact  that  this  book, 
with  many  defects  known  to  no  one  better  than  to  its  author,  ran 
through  four  editions  in  eight  years,  selling  approximately  twenty 
thousand  copies,  some  of  which  have  found  their  way  into  all  parts 
of  the  world. 

A  continuing  demand  made  it  desirable  to  issue  a  fifth  revised 
edition.  But  when  I  undertook  this  revision,  I  found  that  the  state 
of  knowledge  regarding  the  history  of  printing  and  bookmaking 
had  changed  considerably  during  the  past  ten  years.  I  found  also 
that  in  many  places  I  had  repeated  the  accepted  stories  regarding 
certain  events,  which  a  wider  reading  of  the  scientific  literature  has 
shown  to  be  false.  Certain  features  of  bookmaking  had  been  inade¬ 
quately  dealt  with,  and  mention  of  some  important  points  had  been 
omitted  entirely. 

These  circumstances  made  me  unwilling  to  do  anything  other 
than  start  all  over  again,  with  the  same  subject  assignment,  and 
write  a  new  book.  The  present  volume  is  the  result  of  that  effort. 
It  follows  a  somewhat  similar  outline;  it  includes  some  of  the  same 
illustrations,  and  a  few  of  the  chapters  which  I  felt  unable  to  im¬ 
prove.  But  in  most  respects  the  present  volume  presents  a  fresh 
survey  of  printing  history  and  practice.  Many  subjects  which  re¬ 
ceived  only  cursory  mention  in  the  previous  work  are  here  dealt  with 
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in  considerable  detail,  as,  for  example,  the  beginnings  of  writing, 
book  illustration,  printers’  marks,  special  problems  of  early  book¬ 
making,  and  modern  typography  and  illustration.  In  the  chapter 
on  bookbinding  history,  a  large  proportion  of  the  statements  have 
been  radically  revised  as  well  as  expanded. 

As  the  present  volume  has  some  degree  of  kinship  to  The  Golden 
Boo\,  I  desire  to  renew  my  expressions  of  gratitude  to  those  who 
aided  me  in  preparing  the  text  and  illustrations  of  that  volume. 
Many  of  the  illustrations  were  reproduced  from  rare  books  in  the 
Newberry  Library,  for  which  courtesy  I  am  indebted  to  Mr.  George 
B.  Utley,  the  distinguished  librarian  of  that  institution.  Appreciated 
assistance  was  also  given  me  by  Dr.  Pierce  Butler  and  Dr.  Edwin  E. 
Willoughby,  both  of  whom  were  then  on  the  staff  of  the  Newberry 
Library.  Various  readers  wrote  me  comments  on  or  corrections  of 
certain  statements,  which  I  have  been  able  to  use  to  advantage  in 
the  present  book.  Among  these  helpful  correspondents  were  Messrs. 
Charles  H.  Douglas,  Louis  N.  Feipel,  }.  U.  Nicolson,  Lee  Grove, 
Solomon  R.  Shapiro,  and  R.  H.  Stetson. 

In  the  writing  of  the  present  volume,  my  obligations  to  the 
authors  of  published  studies  of  various  aspects  of  bookmaking  are 
numerous  indeed,  but  I  have  endeavored  to  acknowledge  them  all 
in  the  bibliographies  and  notes  at  the  end  of  this  book.  The  author¬ 
ities  of  the  Henry  E.  Huntington  Library,  of  San  Marino,  Califor¬ 
nia,  have  been  kind  enough  to  supply  me  with  photographs  of 
some  of  its  treasures  and  have  granted  permission  to  reproduce 
them.  Like  courtesies  have  been  extended  me  by  the  John  Rylands 
Library,  of  Manchester,  England,  which  numbers  among  its  collec¬ 
tions  some  of  the  rarest  known  specimens  of  early  printing.  Mr. 
W.  A.  Marsden,  Keeper  of  Printed  Books  of  the  British  Museum, 
has  graciously  accorded  me  permission  to  reproduce  numerous  sub¬ 
jects,  the  originals  of  which  are  in  that  library.  The  Gutenberg 
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Gesellschaft  of  Mainz  has  placed  essential  material  at  my  disposal 
and  consented  to  its  reproduction  in  this  book.  The  Museum  of 
Modern  Art  has  been  kind  enough  to  lend  the  blocks  of  book  illus¬ 
trations  by  a  number  of  the  eminent  modern  painters  and  sculptors. 
Mr.  Arthur  Hind,  of  the  British  Museum,  has  accorded  me  permis¬ 
sion  to  reproduce  certain  illustrations  from  his  notable  recent  treatise 
on  fifteenth  century  woodcuts,  and  Mr.  E.  P.  Goldschmidt  has  con¬ 
sented  to  my  reproducing  several  illustrations  from  his  scholarly 
monograph  on  Gothic  and  Renaissance  bookbindings.  For  all  of 
these  courtesies  I  am  grateful. 

The  Library  of  Congress,  the  University  of  Chicago  Library,  the 
New  York  Public  Library,  and  the  library  and  print  department  of 
the  Art  Institute  of  Chicago,  have  extended  me  appreciated  privi¬ 
leges,  without  the  benefit  of  which  I  should  have  been  unable  to 
do  much  of  the  research  on  which  the  present  book  is  based.  The 
}.  Pierpont  Morgan  Library  extended  me  the  courtesy  of  checking 
against  its  rare  original  editions  my  quotations  from  several  of 
William  Caxton’s  prefaces.  Miss  Margaret  Bingham  Stillwell  of  the 
Ann  Mary  Brown  Memorial  Library  kindly  supplied  information 
regarding  incunabula  in  American  ownership.  The  Kommission 
fur  den  Gesamtkatalog  was  kind  enough  to  give  me  an  up-to-date 
estimate  of  the  known  number  of  issues  of  the  fifteenth-century 
press.  And  many  other  libraries  and  librarians  answered  by  letter 
numerous  inquiries  addressed  to  them. 

Mr.  Will  Ransom,  leading  authority  on  the  private  presses,  has 
kindly  read  the  manuscript  of  my  chapter  on  this  subject  and  made 
many  valuable  suggestions.  Mr.  William  M.  Ivins,  Jr.,  of  the  Metro¬ 
politan  Museum  of  Art,  made,  in  correspondence,  numerous  helpful 
comments  on  early  wood  engraving.  Mr.  Ben  Abramson  made 
some  appreciated  suggestions  after  reading  the  chapter  on  modern 
book  illustration. 
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Finally,  I  wish  gratefully  to  acknowledge  the  indispensable 
assistance  of  my  colleague,  Albert  H.  Allen,  in  preparing  the  text 
of  this  book.  He  has  assumed  almost  complete  responsibility  for 
the  chapters  on  the  beginnings  of  writing  and  the  history  of  the 
alphabet  and  has  made  a  useful  contribution  on  the  intellectual 
status  of  Europe  at  the  beginning  of  the  fifteenth  century  to  the 
chapter  discussing  the  stage-setting  for  typography.  He  has  also 
suggested  desirable  revisions  of  statement  at  many  points  through 
the  book  and  accepted  the  task  of  preparing  the  index  of  the  volume. 
To  Harold  Strauss,  Wallace  Brockway,  and  Miss  Frances  Broene 
of  the  Covici-Friede  staff  I  am  indebted  for  special  interest  and 
helpfulness  in  seeing  this  book  through  the  press,  and  for  their 
patience  in  dealing  with  an  author  who  has  been  under  necessity 
of  doing  his  writing  on  evenings,  Sundays,  and  holidays. 

I  am  deeply  appreciative  of  the  interest  in  this  book  taken  by 
the  distinguished  American  artist,  Gustav  Jensen,  and  evidenced  by 
his  design  of  the  jacket,  binding,  and  the  title  page  decoration  of 
this  volume. 

To  Robert  Josephy,  who  has  made  such  a  consequential  personal 
contribution  to  the  art  of  the  book  in  America,  I  desire  to  express 
my  appreciation  for  his  interest  in  and  able  oversight  of  the  typog¬ 
raphy  of  this  volume.  I  recall  with  pleasure  my  first  collaboration 
with  him,  almost  fifteen  years  ago,  in  the  printing  of  books. 

To  Pascal  Covici  I  am  indebted  not  only  for  the  original  sug¬ 
gestion  responsible  for  the  writing  of  this  book,  but  also  for  constant 
encouragement — along  with  not  infrequent  prodding — during  the 
preparation  of  the  manuscript.  I  only  hope  that  The  Boo\  measures 
up  to  his  expectations. 

That  I  have  drawn  heavily  on  the  knowledge  and  experience  of 
others  in  the  writing  of  this  book  will  be  apparent  from  the  bibliogra¬ 
phies  of  works  consulted,  which  will  be  found  at  the  end  of  the 
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present  volume.  It  could  not  be  otherwise,  with  an  attempt  to  present 
an  authoritative  statement  covering  a  subject  so  wide  in  scope  as 
the  history,  art,  and  technique  of  printing  and  bookmaking.  For 
source  material,  except  in  the  chapters  dealing  with  American 
printing  history,  I  have  had  to  depend  largely  on  others,  but  for 
the  arrangement  and  presentation  of  the  material  I  must  myself 
accept  responsibility,  as  well  as  for  attempted  evaluation  of  work 
and  expression  of  opinion  regarding  styles  and  trends. 

A  sincere  effort  has  been  made  to  have  the  statements  through¬ 
out  the  book  as  accurate  as  possible,  but  I  am  not  visionary  enough 
to  expect  that  some  faults  will  not  have  slipped  through.  I  am 
hoping,  therefore,  to  receive  from  readers  suggestions  for  improve¬ 
ments  of  the  text,  of  which  I  can  avail  myself  if  the  market  demand 
for  this  book  is  such  as  to  require  subsequent  editions. 

Douglas  C.  McMurtrie 

July  20,  193J 


In  sending  to  the  press  this  third  revised  edition  of  The  Boo\, 
I  feel  bound  to  express  my  grateful  appreciation  of  the  favorable 
reception  which  this  work  has  experienced  since  it  first  appeared 
in  1927  under  the  title  of  The  Golden  Boo\,  of  which  four  editions 
appeared  before  it  was  almost  wholly  rewritten  in  its  present  form. 
The  widespread  sale  of  these  editions  throughout  the  world  gives  me 
the  satisfaction  of  knowing  that  the  publication  of  this  history  of 
printing  and  bookmaking  has  filled  an  actual  need  for  such  a  work. 

In  the  course  of  the  years  that  this  book  has  been  in  circulation, 
I  have  been  favored  with  correspondence  from  a  large  number  of  in¬ 
terested  readers  in  all  parts  of  the  world;  some  of  the  writers  have 
taken  issue  with  me  on  points  of  fact;  others  have  called  attention 
to  minor  errors  in  the  spelling  of  names  or  to  a  few  typographical 
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slips.  All  such  comments  have  been  gratefully  received  and  have 
been  taken  into  consideration  in  the  revision  of  the  text  for  the 
present  edition.  And  I  have  also  endeavored  to  bring  the  bibliog¬ 
raphies  at  the  end  of  the  volume  up  to  date  by  the  inclusion  of  some 
recent  titles  deemed  to  be  of  importance. 

It  gives  me  real  satisfaction  to  have  this  volume  now  issued  under 
the  publishing  auspices  of  the  Oxford  University  Press,  an  organiza¬ 
tion  which  has  been  making  history  in  printing  and  bookmaking 
for  over  four  hundred  years.  My  respect  and  admiration  for  this 
institution  was  heightened  a  number  of  years  ago  by  the  opportunity 
of  spending  a  week  in  its  historic  but  efficiently  equipped  printing 
plant  at  Oxford,  England — an  experience  which  could  not  fail  to 
inspire  any  printer  with  sincere  respect  for  the  traditional  back¬ 
ground  of  his  profession. 


November  2,  1942 


Douglas  C.  McMurtrie 
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Introduction 


’  ij  HE  most  cursory  reflection  will  make  it  clear  beyond  doubt 
that  books  are  a  primary  necessity  of  life  in  any  civilized 
.  community.  Yet,  while  there  is  widespread  appreciation  of 
literature,  that  is,  of  the  art  of  writing  books,  there  is  com¬ 
paratively  little  popular  appreciation  of  the  art  of  bookmaking. 
Nevertheless,  the  design  of  books  is  as  much  an  art  as  architecture, 
or  painting,  or  sculpture — and  perhaps  of  more  import  to  the  popu¬ 
lation  at  large,  in  that  it  exerts  an  esthetic  influence  upon  more 
people  more  frequently  than  any  other  art.  And  the  setting  of  type 
and  the  printing  of  books  is  as  truly  a  craft  susceptible  of  high 
standards  as  the  craft  of  the  weaver  or  potter  or  goldsmith. 

That  much  present-day  bookmaking  is  sadly  deficient  in  design 
and  quality  of  execution  is,  of  course,  owing  to  the  lack  of  popular 
appreciation  of  what  excellences  of  craftsmanship  go  into  the  mak¬ 
ing  of  a  really  fine  book.  For  when  a  demand  exists  for  good  work 
in  any  field,  that  demand  is  inevitably  supplied.  It  is  perhaps  because 
of  this  lack  of  appreciation  and  interest  that  there  are  but  few  “books 
about  books”  addressed  to  the  general  reader  and  making  clear  to 
him  the  essentials  of  good  bookmaking. 

But  while  the  average  of  bookmaking  has  been  and  is  poor, 
there  is  evidence  of  light  amidst  the  shadows.  There  is  even  now  a 
dawning  renaissance  in  the  book  arts,  an  awakening  that  needs  and 
deserves  the  encouragement  of  all  booklovers.  With  patronage,  the 
art  of  book  design  will  flourish;  the  craft  of  the  printer  will  be 
brought  once  again  to  a  station  of  dignity,  to  a  pride  in  fine  work. 

So  while  deploring  some  prevailing  standards  of  bookmaking, 
our  view  may  be  optimistic  rather  than  the  reverse.  Conditions  are 
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on  the  mend  rather  than  the  decline.  And  those  who  are  making 
good  books  find  that  they  sell,  which  indicates  an  appreciation  not 
only  potential  but  actual — though  perhaps  yet  limited  in  extent.  This 
evidence  of  an  improvement  in  public  taste,  so  far  as  bookmaking 
is  concerned,  is  sufficient  to  indicate  still  greater  potentialities  of 
appreciation.  The  existence  of  this  incipient  renaissance  is  the  reason 
for  the  present  volume,  and  perhaps  its  justification. 

Among  the  influences  contributing  to  improvement,  two  can  be 
singled  out  for  comment.  The  first  is  an  enlightened  interest  on  the 
part  of  publishers  of  good  taste  in  bringing  out  well  designed  and 
soundly  made  books.  In  the  United  States  the  palm  for  pioneering 
in  this  direction  must  be  awarded  to  Alfred  A.  Knopf,  who,  from 
the  very  start  of  his  publishing  career,  has  made  an  earnest  effort  to 
produce  books  creditable  in  both  design  and  execution.  His  example 
has  exerted  a  good  influence  on  the  design  of  “trade  books”  pro¬ 
duced  by  his  fellow  publishers,  many  of  whom  have  evinced  a 
sincere  interest  in  typography,  presswork,  and  binding. 

The  second  important  factor  in  this  contemporary  renaissance 
of  bookmaking  has  been  the  annual  “Fifty  Books”  exhibition,  con¬ 
ceived  by  the  late  Burton  Emmett  and  sponsored  by  the  American 
Institute  of  Graphic  Arts.  When  this  show  first  began  in  1923,  the 
larger  publishers  were  sparsely  represented  in  the  fifty  volumes 
deemed  worthy  of  exhibition  by  the  jury  of  selection,  and  they  evi¬ 
denced  little  concern  in  the  failure  of  their  books  to  win  a  showing. 
However,  as  the  show  gained  annually  in  prestige  and  public  inter¬ 
est,  many  of  the  great  book  houses  became  interested  for  the  first 
time  in  sound  typography  and  workmanlike  printing,  and  made 
deliberate  efforts  to  produce  books  which  would  merit  selection. 
The  later  exhibits,  after  being  shown  in  New  York,  have  been  sent 
for  showing  in  a  number  of  other  cities  from  coast  to  coast. 

There  is  no  question  that  the  “Fifty  Books”  show  has  had  a 
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highly  beneficial  influence  on  standards  of  American  bookmaking, 
particularly  in  the  design  and  manufacture  of  trade  books  pub¬ 
lished  for  sale  in  unlimited  quantities  at  moderate  prices. 

In  judging  the  books  to  be  selected,  all  elements  of  bookmaking 
are  taken  into  consideration,  and  a  serious  deficiency  in  any  feature 
is  likely  to  disqualify  the  book.  Design,  composition,  presswork, 
paper,  and  binding  are  all  weighed  in  the  jury’s  balance.  The  num¬ 
ber  of  titles  entered  has  constantly  increased.  In  reference  to  progress 
in  the  quality  of  books  exhibited,  Frederic  G.  Melcher,  editor  of  the 
influential  journal  of  the  book  trade,  the  Publishers'  Weekly,  has 
recently  written: 

The  indifference  to  style  which  tended  several  years  before  to  make  all 
trade  books  look  alike,  all  equally  drab  and  uninviting  in  appearance, 
seemed  to  be  replaced  by  a  growing  desire  for  character  and  “spark”  and 
individuality.  Many  observed  at  that  time  that  well  designed  books  were 
issuing  from  an  increasing  number  of  plants  and  that  new  designers  and 
more  of  them  were  doing  good  work.  In  addition  to  the  many  new  and 
pleasing  treatments  of  title  pages,  chapter  headings  and  of  the  other  prob¬ 
lems  in  pure  typography,  much  fresh  thought  had  been  given  to  bindings, 
and  this  was  particularly  welcome  in  trade  editions. 

* 

Three  other  countries  have  followed  the  American  example  by 
organizing  similar  annual  exhibits  of  currently  produced  books: 
Great  Britain,  Germany,  and  Sweden. 

Recently  a  Book  Clinic,  a  group  of  designers  and  production 
men  and  women  working  for  trade  publishers,  was  organized  in 
New  York  under  the  auspices  of  the  American  Institute  of  Graphic 
Arts.  It  holds  interesting  meetings  to  discuss  highly  practical  ques¬ 
tions  regarding  the  planning  and  manufacture  of  books.  A  similar 
group  has  recently  been  formed  in  Chicago. 

This  discussion  of  books  and  their  makers  is  written  from  the 
viewpoint  of  the  designer  and  printer.  Personally,  I  confess  to  a 
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real  enthusiasm  for  good  books — primarily  for  their  content.  But  I 
take  a  further  pleasure  in  a  fine  work  of  literature  interpreted  in 
physical  form  by  an  artist,  just  as  I  most  enjoy  a  great  symphony 
played  by  a  great  orchestra  under  a  conductor  of  real  inspiration. 
To  convey  a  beautiful  passage  to  our  minds  through  a  medium 
which  esthetically  affronts  us  cannot  fail  to  handicap  its  full  appre¬ 
ciation.  To  clothe  it  in  simple,  appropriate,  yet  withal  beautifu] 
typography,  is  to  treat  it  only  as  it  merits.  Such  presentation  cannot 
help  giving  us,  subtly  and  perhaps  unconsciously,  added  pleasure  in 
the  reading  of  the  text. 

The  ambition  of  the  true  artist  in  the  bookmaking  field  is  to 
present  fine  works  of  literature  in  a  fine  format.  With  reprints  of 
the  classics  he  occasionally  has  this  opportunity,  but  almost  never 
with  the  best  modern  literature.  Most  books  of  this  character  are 
planned  to  sell  in  large  quantities  and  are  ground  through  the  usual 
mill  of  manufacture  in  form  or  manner  not  one  whit  better  than 
the  most  mediocre  novel  preceding  them  on  the  publisher’s  list.  In 
my  esthetic  anguish  over  the  modern  books  I  most  enjoy,  it  almost 
seems  that  the  good  books  are,  if  possible,  a  little  worse  than  the 
average  in  design  and  production.  A  glance  through  the  shelves  of 
any  collection  of  modern  first  editions  will  demonstrate  how 
shabbily  present-day  authors  have  been  treated  by  the  printers  who 
introduced  the  children  of  their  brains  to  a  critical  world. 

The  average  publisher,  reading  the  preceding  paragraph,  will 
immediately  retort  that  there  are  economic  limitations  imposed  by 
costs  of  production  and  the  sale  prices  of  current  books.  This  moves 
me  to  make  a  statement  that  cannot  be  too  clearly  emphasized: 
Good  boo\  design  has  almost  no  bearing  on  expense  of  manufacture. 
Taste  and  judgment  are  the  only  additional  ingredients  required. 
The  artist  in  bookmaking,  if  he  has  his  feet  on  the  ground  and  is 
not  merely  a  dilettante,  can  take  a  barbarity  in  the  form  of  a  book 
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and  make  out  of  it  a  good  volume — at  no  increase  in  cost.  The 
manner  of  doing  this  will  later  be  discussed  in  detail.  Let  us,  how¬ 
ever,  remember  this  precept:  Sound  bookmaking  is  not  necessarily 
expensive  bookmaking. 

There  is  an  element  of  public  service  in  improving  the  design 
of  printed  matter  of  wide  circulation,  for  the  improvement  exerts 
its  influence  on  the  taste  of  numberless  readers.  The  typographer 
who  has  opportunity  to  plan  a  popular  novel,  the  cover  of  a  tele¬ 
phone  book,  the  headlines  and  layout  of  a  metropolitan  newspaper, 
may  make  the  same  contribution  to  raising  standards  of  public  taste 
as  the  architect  who  designs  inexpensive  workingmen’s  houses  of 
real  beauty  and  charm.  The  campaign  against  banality  is  one  in 
which  we  can  all  enlist  with  a  will. 

There  is  still  another  caution.  By  fine  bookmaking  we  do  not 
mean  elaborate  book  design.  Some  of  the  finest  books  are  made 
with  simple  types  plus  only  the  elements  of  taste  and  judgment  in 
their  setting,  spacing,  and  positioning  on  the  page.  While  a  little 
appropriate  decoration,  used  with  discretion,  often  adds  greatly  to 
the  charm  of  a  volume,  it  is  in  no  way  essential  to  achieving  the 
finest  results  in  book  design,  as  has  been  demonstrated  by  many 
master  printers  of  ages  past  and  present. 

As  in  all  other  arts,  the  best  in  present  practice  is  based  on  tradi¬ 
tion  evolved  during  centuries  past,  with  admixture  in  limited  degree 
of  principles  of  modern  genesis,  the  whole  colored  by  the  personal 
interpretation  of  the  designer.  The  best  printing  of  any  period  has 
not  been  revolutionary,  but  evolutionary,  the  individual  printer  of 
genius  adding  some  new  note  to  the  work  of  his  predecessors.  The 
sane  book  designer,  therefore,  studies  carefully  the  history  of  his 
art  and  familiarizes  himself  with  the  printed  masterpieces  produced 
since  the  invention  of  movable  types.  These  will  be  of  value  not 
only  in  the  development  of  his  own  taste,  but  in  affording  him  sound 
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models  from  which  to  work.  If  his  work  is  to  be  more  than  routine, 
however,  he  must  introduce  some  new  note  that  will  make  it  his 
own,  that  will  make  it  creation  rather  than  reproduction. 

There  is  still  another  reason  for  acquaintance  with  the  historical 
aspects  of  typography,  since  certain  periods  and  countries  have  devel¬ 
oped  specific  and  individual  characteristics  of  type  design  and  book 
planning.  When  the  typographer  has  before  him  for  design  the 
manuscript  of  a  book  dealing  with  the  American  Continental  Con¬ 
gress,  he  will  not  want  to  set  it  in  a  type  of  wholly  Italian  inspiration 
which  dates  from  the  sixteenth  century.  He  will  choose  rather  a 
typeface  in  keeping  with  the  character  of  our  own  Colonial  typog¬ 
raphy  and  in  all  likelihood  will  set  the  title  page  in  the  same  spirit. 
Yet  when  we  deal  with  a  volume  made  up  of  translations  of  French 
eighteenth  century  essays,  it  would  be  desirable,  in  absence  of  rea¬ 
sons  to  the  contrary,  to  give  the  volume  some  of  the  highly  charac¬ 
teristic  feeling  of  French  printing  and  decoration  of  that  century. 

Any  appreciation  of  modern  book  design  is  therefore  based,  to 
a  considerable  degree  at  least,  on  an  acquaintance  with  and  under¬ 
standing  of  the  historical  development  of  the  book.  For  that  reason 
many  of  the  chapters  in  the  first  three  parts  of  this  volume  are 
historical,  beginning  with  the  origins  of  writing  and  of  our  alphabet 
and  then  tracing  in  brief  outline  the  making  of  books  from  the 
earliest  times,  with  some  reference  to  the  work  of  outstanding  indi¬ 
vidual  printers,  and  attempting  some  appraisal  of  their  contribu¬ 
tions  to  the  art  of  book  design.  Later  chapters  are  devoted  to  a 
discussion  of  the  various  features  of  bookmaking  which  enter  into 
the  planning  and  production  of  various  kinds  of  books.  In  the 
concluding  chapter,  which  is  brief,  is  attempted  some  orientation 
of  our  present  status  and  the  formulation  of  a  program  for  still 
further  improvement  of  bookmaking,  looking  toward  an  ideal 
within  the  limits  of  practical  accomplishment. 
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Primitive  Human  Records 


N  the  inconceivably  remote  past,  man  was  able  to  communicate 
with  his  fellows  only  by  means  of  grunts  or  cries,  supplemented 
.  no  doubt  with  gestures  or  a  sort  of  sign  language.  The  sign  lan¬ 
guage  persisted  even  after  man  became  capable  of  articulate  speech ; 
even  today,  primitive  peoples  eke  out  their  inadequate  speech  with 
meaningful  gestures.  But  speech  and  gestures  were  not  enough  for 
the  imperative  needs  of  the  growing  human  spirit.  And  so  we  find 
men  having  recourse,  in  the  dim  prehistoric  past,  to  drawings  or 
pictures  in  order  to  express  themselves.  This  was  a  development  of 
immeasurable  importance  in  the  evolution  of  man — it  was  his  first 
effort  to  ma\e  thought  or  feeling  visible  in  a  lasting  form . 

The  paleolithic  cave  dwellers  of  Europe  have  left  behind  them, 
on  the  walls  of  their  caves,  drawings  and  even  paintings  of  amaz¬ 
ing  representative  accuracy,  showing  the  bison,  the  reindeer,  the 
wild  horse,  and  other  animals  now  extinct  in  that  region,  even 
including  the  hairy  mammoth.  These  records  were  commemorative, 
no  doubt,  of  some  notable  experiences  in  the  lives  of  those  prehis¬ 
toric  peoples.  But  the  thing  of  outstanding  importance  to  our  present 
purpose  is  that  the  men  of  that  far-off  time  not  only  made  accurate 
representations  of  animals  and  human  beings,  but  also  used  what 
might  be  called  shorthand  equivalents  of  them — linear  outlines 
which  even  today  are  perfectly  intelligible  as  meaning  “mammoth,” 
or  “goat.”  In  other  words,  quite  unconsciously  and  without  knowing 
what  a  mighty  power  they  were  unleashing  in  the  world,  they  had 
made  a  beginning  of  writing . 

i 


2 


PRIMITIVE  HUMAN  RECORDS 


But  many  thousands  of  years  passed  before  man,  though  every¬ 
where  using  such  picturizations  of  things,  really  awoke  to  a  realiza¬ 
tion  of  what  he  had  created  with  these  pictographs.  No  doubt,  there 
were  innumerable  beginnings  throughout  the  world  of  quite  inde¬ 
pendent  systems  of  using  pictographs  as  records.  In  fact,  there  are 
still  peoples  in  the  world  today  who  have  a  Stone  Age  culture,  or  who 
have  barely  evolved  out  of  that  stage,  and  in  quite  recent  times  such 
systems  of  pictographic  records  have  been  in  use  among  the  Indians 
of  America,  the  Eskimos  of  the  arctic  regions,  the  Hottentots  and 
Bushmen  of  South  Africa,  and  many  other  primitive  races.  But  most 
of  these  systems  perished  without  trace,  or  else  never  developed 
beyond  their  crude  beginnings. 

But  at  certain  points  in  the  world  these  pictographic  records 
developed  into  systems  of  what  can  truly  be  called  writing  in  almost 
the  modern  sense  of  the  word.  Innumerable  objects  of  the  neolithic 
period  and  the  Bronze  Age  of  Europe  have  been  found,  weapons 
and  other  utensils  of  bone,  stone,  and  metal,  inscribed  with  picto¬ 
graphic  symbols.  Some  of  these  can  be  quite  clearly  identified  with 
the  things  they  represent.  Other  unexplained  signs,  if  not  mere 
attempts  at  ornament,  are  symbols  so  far  removed  in  form  from 
their  pictographic  originals  that  they  cannot  now  be  recognized, 
although  they  undoubtedly  had  definite  meanings  for  the  men  who 
made  them.  In  all  parts  of  the  Mediterranean  world,  from  the  Span¬ 
ish  peninsula  to  the  Valley  of  the  Nile,  there  have  been  found  objects 
marked  with  such  signs,  which  Flinders  Petrie  called  the  “Mediter¬ 
ranean  signary.”  Some  of  them  seem  to  have  been  totems  or,  perhaps, 
makers’  or  owners’  marks.  Sir  Arthur  Evans  found  primitive  sub¬ 
strata  of  linear  pictographs  in  Crete,  where  later  there  developed  a 
true  script.  With  the  appearance  of  a  script  in  the  world,  it  might  be 
said  that  the  history  of  the  book  begins. 

Primitive  pictographs  served  as  aids  to  memory  or  to  convey 
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suggesti°ns  rather  than  precise  indications  of  what  they  represented. 
How  did  such  pictographs  develop  into  what  we  call  writing?  A  full 
and  exact  answer  to  that  question  cannot  be  given,  because  the  cir¬ 
cumstances  of  that  momentous  step  in  human  progress  are  hidden 
in  the  dimmest  reaches  of  prehistoric  times.  But  the  general  nature 
of  the  process  is  perfectly  clear  from  the  earliest  specimens  of  true 
writing  which  have  been  found  and  studied.  It  is  evident  from  the 
form  and  interpretation  of  the  characters  used  in  these  very  earliest 
written  records  that  ancient  races  of  men,  accustomed  for  many 
generations  to  the  use  of  pictographs,  grasped  in  time  the  advantage 
of  definitely  associating  certain  pictographic  symbols  with  certain 
objects  or  ideas.  The  pictographs  thus  gradually  evolved  into  ideo¬ 
grams,  or  symbols  representing  generalized  ideas  derived  from 
objects.  In  developing  a  system  of  ideograms  for  the  representation 
of  thought  in  written  form,  the  human  intellect  uncovered  a  capacity 
for  method  that  is  little  short  of  miraculous. 

It  seems  perfectly  clear  from  all  the  available  evidence  that  in 
every  part  of  the  world  in  which  writing  developed,  its  earliest  form 
was  ideographic.  It  must  have  taken  a  long  time  to  work  out  ideo¬ 
grams  for  the  expression  of  abstract  ideas,  but  even  that  was  done  by 
imaginative  uses  or  combinations  of  symbols  for  concrete  things. 
Thus,  by  figures  of  speech,  so  to  speak,  the  symbol  for  “ear”  also 
meant  “hearing,”  the  symbol  for  “sun”  also  meant  “day,”  and  so  on. 

Ideographic  writing  has  had  an  unbroken  history  from  the  time 
of  the  very  earliest  written  records  down  to  the  present  day.  The 
outstanding  representative  of  this  system  of  writing  today  is  the 
Chinese.  But  ideographic  writing  was  found,  even  in  the  very  earli¬ 
est  times,  to  have  certain  serious  limitations.  As  human  activities 
became  more  complex  and  the  range  of  ideas  more  extended,  ever 
increasing  ingenuity  was  required  to  devise  new  ideograms  for 
putting  new  ideas  into  writing.  Furthermore,  it  became  more  and 
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more  difficult,  even  for  a  man  who  devoted  his  whole  time  to  their 
study,  to  learn  and  remember  the  always  increasing  number  of 
ideograms.  The  Chinese  have  labored  with  this  problem  for  cen¬ 
turies.  A  fairly  diligent  Chinese  student  is  an  adult  before  he  has 
acquired  a  facility  in  reading  and  writing  equivalent  to  that  of  a 
fairly  diligent  child  of  twelve  in  a  country  with  an  alphabetic  system 
of  writing.  Especially  in  this  highly  technical  modern  age,  the 
Chinese  find  themselves  handicapped  with  a  cumbersome  system  of 
writing.  Only  in  recent  years  has  the  Chinese  government  authorized 
and  undertaken  to  introduce  a  system  of  simplified  phonetic  writing. 

But  other  peoples,  even  as  far  back  as  four  thousand  years  or 
more  before  the  Christian  era,  had  already  begun  to  work  their  way 
out  of  the  difficulties  imposed  by  a  purely  ideographic  writing.  For 
the  very  earliest  written  records  which  have  been  found  show  the 
beginnings  of  the  change  from  ideographic  writing,  in  which  the 
symbols  stand  for  ideas,  to  phonetic  writing,  in  which  the  symbols 
stand  for  sounds. 

To  complete  this  change,  which  Mason  called  “the  most  signal 
intellectual  achievement  ever  attained  by  man,”  required  several 
thousand  years.  This  seems  an  excessively  long  time,  even  if  allow¬ 
ance  is  made  for  the  slowness  with  which  new  ideas  took  root  and 
grew  in  the  early  centuries  of  human  history.  But  an  explanation  of 
the  extremely  slow  emergence  of  a  purely  phonetic  system  of  writing 
may  be  found  in  the  fact  that  writing  from  the  very  beginning  seems 
to  have  been  the  prerogative  of  the  priestly  and  ruling  classes,  which 
doubtless  had  their  reasons  for  not  allowing  this  mysterious  process 
to  become  too  well  known  to  the  masses  and  therefore  kept  it  as 
abstruse  and  esoteric  as  possible.  Thus,  even  at  the  sacrifice  of 
developing  the  full  utility  of  writing,  the  conservative  forces  kept  it 
more  or  less  fixed  in  the  form  which  would  best  serve  the  purposes 
of  the  ancient  representatives  of  “special  privilege.” 
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Another  obstacle  in  the  way  of  substituting  phonetic  for  ideo¬ 
graphic  writing  was  found,  in  the  case  of  the  Egyptians,  for  instance, 
in  the  large  number  of  homophones — words  of  identical  sound  but 
of  different  meanings — in  their  language.  Even  after  they  had 
achieved  a  satisfactory  method  of  writing  phonetically,  the  Egyptians 
still  clung  to  a  number  of  symbols  used  as  ideograms  to  identify  the 
meanings  of  words.  It  was  as  if  we  found  it  necessary  to  use  a  little 
picture  of  an  insect  together  with  the  written  or  printed  word  to 
distinguish  “bee”  from  “be,”  or  as  if  we  had  to  use  a  special  symbol 
with  the  word  “fast”  to  indicate  whether  we  meant  “securely 
attached”  or  “to  abstain  from  food.” 

It  is  quite  easy  to  see  how  the  transition  was  made  from  ideo¬ 
graphic  to  phonetic  writing.  Inevitably,  most  of  the  ideographic 
symbols  in  the  ancient  systems  of  writing  became  associated  closely 
with  the  sounds  of  the  spoken  words  which  named  the  things  for 
which  the  symbols  stood.  What  was  more  natural  than  to  use  such 
a  symbol  to  represent  the  sound  of  a  word,  if  such  a  use  of  it  became 
desirable?  We  may  suppose  that  this  change  in  use  began  with  some 
ancient  scribe  faced  with  the  problem  of  writing  some  foreign  name, 
or  even  the  name  of  one  of  his  own  countrymen,  for  which  he  had 
no  ideogram.  He  could  best  do  this  by  using  ideograms  which  called 
to  mind  the  sounds  occurring  in  the  strange  name.  Thus,  if  we  had 
to  write  the  name  “Manhattan”  and  had  only  a  set  of  ideographic 
symbols  to  do  it  with,  we  could  use  the  symbols  for  “man,”  “hat,” 
and  “ten”  and  get  a  quite  satisfactory  representation  of  the  name. 
And  if  the  symbol  for  “man”  could  be  used  in  this  way  for  the 
sound  man,  it  could  also  be  used  for  the  same  sound  in  such  words 
as  “mandate”  “human,”  and  so  on. 

Something  like  this  was  the  beginning  of  phonetic  writing 
which,  as  has  been  said,  is  found  in  rudimentary  form  in  the  very 
earliest  written  records.  But  the  process  gradually  went  farther. 
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A  written  symbol  which  could  be  used  to  represent  the  sound  of  an 
entire  word  could  also  come,  in  the  course  of  time,  to  be  used  for  the 
initial  syllable  or  sound  of  that  word.  Thus,  our  hypothetical  symbol 
for  “man”  could  be  used  not  only  for  the  sound  man,  but  also,  with 
the  continued  development  of  phonetic  writing,  for  the  sound  ma, 
and  eventually  for  m . 

The  Egyptians  successfully  reached  the  point  of  being  able  to  write 
either  ideographically  or  phonetically,  or  both  ways  together.  Re¬ 
produced  herewith  are  two  cartouches  from  Egyptian  monuments, 

in  which  the  name  “Cleopatra”  is  writ¬ 
ten  phonetically.  The  characters  are  read 
from  top  to  bottom.  It  will  be  noted  that 
the  little  figures  in  the  two  cartouches 
face  in  opposite  directions.  The  one  on 
the  left  stood  in  an  inscription  of  which 
the  text  was  to  be  read  from  right  to 
left,  while  the  text  of  the  other  inscription  was  read  from  left  to 
right.  It  can  readily  be  seen  that  the  nature  of  the  Egyptian  char¬ 
acters  made  it  possible  for  their  inscriptions  to  be  carved  so  as  to  be 
read  with  equal  facility  in  either  direction. 

The  Egyptian  words  used  to  “spell”  the  name  Cleopatra  in  these 
cartouches  are  the  following: 


Kne 

angle 

Labo 

lion 

Ake 

reed 

o 

noose  (name  unknown) 

Pu 

mat  (shutter) 

Ahom 

eagle 

Tot 

hand 

Ro 

mouth 

Ahom 

eagle 
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The  “reed”  character  seems  to  have  been  used  for  A  or  E  or  I. 
Egyptologists  do  not  always  agree  on  these  names. 

In  the  cartouches  are  also  found  some  Egyptian  determinatives 
or  explanatory  symbols.  The  little  semicircle  at  the  bottom  indicates 
that  the  name  is  to  be  read  phonetically.  The  little  oval,  or  egg,  tells 
the  reader  that  the  name  is  that  of  a  female  person.  And  in  the  right- 
hand  cartouche  the  little  seated  figure  means  that  the  person  named 
has  been  deified. 

In  their  development  of  such  a  phonetic  system  of  writing,  the 
Egyptians  became  confused  with  too  many  symbols.  They  used 
about  twenty  for  A ,  about  thirty  for  H,  and  so  on,  having  in  all 
between  three  hundred  and  four  hundred  symbols  which  were  capa¬ 
ble  of  being  used  phonetically,  together  with  about  ninety  deter¬ 
minatives  to  aid  identification.  Some  of  these  symbols  were  restricted 
by  custom  to  use  only  in  certain  connections.  Though  there  came  to 
be  many  different  symbols  which  might  be  used  for  A,  for  M,  and 
for  N,  only  one  form  of  symbol  for  each  was  ever  used  in  writing 
the  name  of  the  god  Amen.  And  certain  symbols  were  preferred  as 
phonetic  signs  in  writing  the  names  of  royal  personages.  But  other¬ 
wise  the  choice  of  symbols  seems  to  have  been  more  or  less  unfet¬ 
tered,  one  or  another  being  preferred  for  reasons  of  symmetry  or 
appearance  in  the  inscription.  In  the  times  of  Greek  and  later 
Roman  domination,  Egyptian  writers  of  monumental  inscriptions 
liked  to  display  their  versatility  by  varying  their  “spelling.”  In  one 
inscription  there  have  been  found  ten  variations  in  the  phonetic 
writing  of  the  name  of  one  town. 

In  another  part  of  the  ancient  world,  another  mighty  race  was 
working  out  its  solution  of  the  problem  of  phonetic  writing.  In 
Mesopotamia,  the  Babylonians  and  their  successors,  the  Assyrians, 
in  very  early  times  developed  a  system  of  phonetic  symbols.  But 
these  symbols,  instead  of  tending  to  become  alphabetic,  like  their 
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Egyptian  contemporaries,  became  syllabic.  Thus  there  was  a  separate 
written  sign  for  each  of  the  syllables  ba,  be,  bi,  bo,  bu,  ab,  eb,  ib,  ob, 
ub,  and  so  on.  Similar  systems  of  syllabic  writing  are  still  in  use  for 
many  of  the  native  languages  of  India,  Burma,  Siam,  and  elsewhere. 
The  Assyrians  developed  more  than  five  hundred  phonetic  symbols, 
together  with  a  considerable  number  of  determinatives. 

Other  widely  separated  systems  of  writing  developed  at  least  to 
some  extent  along  phonetic  lines.  Many  of  the  Chinese  ideographs 
contain  phonetic  elements.  Sylvanus  G.  Morley  suggests  that  even 
the  yet  undeciphered  symbols  of  the  ancient  Aztec  and  Maya  monu¬ 
ments  of  Mexico  and  Central  America  had  reached  the  point  of 
beginning  to  have  phonetic  values. 

The  story  of  how  our  present  alphabet  came  into  being  has  been 
reserved  for  another  chapter.  But  as  the  implements  and  materials 
used  for  writing  have  had  an  enormous  influence  upon  the  develop¬ 
ment  of  that  art,  some  mention  of  them  is  appropriate  here. 

The  natural  surfaces  of  the  rock  walls  of  caves  or  cliffs  offered 
the  most  obvious  opportunities  for  mankind’s  first  attempts  at  pic- 
tographs.  At  a  much  later  time  it  was  possible  to  smooth  and  plane 
the  face  of  a  cliff  for  monumental  inscriptions  such  as  the  gigantic 
record  left  by  Darius  the  Great  on  the  cliff  of  Behistun,  in  Persia. 
Or  huge  boulders  and  great  slabs  of  rock  (megaliths)  were  arti¬ 
ficially  set  in  place  and  inscribed.  If  the  stone  was  dressed  before 
being  set  up,  such  monuments  as  the  Egyptian  obelisks  resulted. 

Small  stones  were  also  used.  Possibly  the  very  oldest  specimens  of 
true  writing  that  have  yet  been  discovered  have  been  found  on  two 
well-prepared  pieces  of  black  stone,  about  four  inches  square,  one 
(the  Hoffman  tablet)  in  the  possession  of  the  General  Theological 
Seminary  in  New  York  City  and  the  other  in  the  museum  of  the 
University  of  Pennsylvania  in  Philadelphia.  Both  came  from  Meso¬ 
potamia  and  show  a  very  primitive  pictographic  form  of  the  pre- 
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cuneiform  characters  of  that  region.  Their  age  can  only  be  guessed — 
possibly  6000  b.c.  is  approximately  right.  Almost  as  old,  and  also  in¬ 
scribed  with  pre-cuneiform  characters,  are  two  pieces  of  thin  green¬ 
ish  stone,  known  as  the  “monuments  Blau,”  which  are  now  in  the 
British  Museum.  These  have  been  dated  between  5500  and  5000 
b.c.  If  nothing  of  equally  remote  antiquity  has  been  found  in 
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Egypt,  it  is  possibly  because  the  Egyptians  first  developed  their  sys¬ 
tem  of  writing  on  perishable  materials.  The  earliest  Egyptian  inscrip¬ 
tion  on  stone,  the  Send  inscription  of  about  4000  b.c.,  now  pre¬ 
served  in  the  Ashmolean  Museum  of  Oxford  University,  is  carved  in 
characters  so  completely  conventionalized  that  they  must  have  had 
a  long  ancestry,  even  though  no  trace  of  it  has  yet  been  found. 
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These  ancient  inscriptions  on  rock  and  stone  are  important  in  the 
history  of  writing  because  they  show  us  how  men  of  remote  antiquity 
made  intelligible  symbols  which  can  still  be  interpreted.  But  stone¬ 
cutting  is  hardly  writing  in  our  sense  of  the  word.  However,  men 
who  could  cut  inscriptions  on  stone  could  also  write  on  perishable 
materials  and  undoubtedly  did  so,  using  hides,  or  wood,  or  bark — 
just  as  in  quite  recent  times  our  American  Indians  drew  their  picto- 
graphs  on  buffalo  skins  or  on  birch  bark.  At  the  dawn  of  history, 
writing  was  unquestionably  done  on  a  variety  of  accessible  materials, 
but  nothing  of  it  has  survived  except  such  as  was  done  on  stone, 
on  metal  or  pottery,  or  on  the  baked  clay  tablets  of  the  Tigris- 
Euphrates  region.  The  most  ancient  form  of  archaic  Chinese  writing 
has  been  found  on  bone  rings,  possibly  used  as  amulets,  which  some 
scholars  date  as  far  back  as  1500  b.c.,  or  even  earlier. 

The  earliest  true  writing  material  that  has  survived — used  for  the 
purposes  for  which  we  use  paper  and  ink — is  probably  the  curious 
baked  clay  brick-like  tablets  of  Mesopotamia.  No  doubt  those  an¬ 
cient  Akkadians,  Babylonians,  and  Assyrians  had  other  writing 
materials.  Certainly  during  centuries  of  their  history  the  papyrus  of 
Egypt  was  accessible  to  them.  But  in  the  valleys  of  the  Tigris  and 
Euphrates  there  was  no  stone  or  other  durable  material  available  for 
their  permanent  records,  so  tablets  of  clay  were  used. 

Characters  which  in  their  earliest  beginnings  had  been  linear  and 
pictographic  were  jabbed  rather  than  drawn  upon  these  tablets 
while  still  soft,  with  a  stylus  which  made  wedge-shaped  marks. 
Hence  this  writing  has  received  the  name  “cuneiform,”  from  the 
Latin  word  cuneus,  “wedge.”  When  the  writing  was  finished,  the 
tablet  was  baked  until  it  was  as  hard  as  a  brick.  Literally  tons  of 
these  tablets,  of  all  sizes  and  shapes,  have  been  removed  from  the 
ruins  of  the  ancient  cities  of  Babylonia  and  Assyria.  Their  contents 
range  from  state  documents,  codes  of  laws,  treaties,  and  the  like. 
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through  religious  treatises  and  works  of  science,  history,  and  litera¬ 
ture,  to  court  actions,  partnership  agreements,  contracts,  and  even 
promissory  notes. 

A  relief  carving  of  the  eighth  century  b.c.,  at  the  time  of  the 
Assyrian  Empire,  shows  the  process  of  writing  on  a  clay  tablet, 
described  by  Breasted  as  follows:  “At  the  left  is  an  official  reading 
from  a  tablet,  while  before  him  stands  a  scribe  with  a  thick  clay 
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tablet  supported  in  his  left  hand.  He  has  paused  for  a  moment  in  his 
writing  and  raises  his  right  hand  with  the  stylus  poised  between  the 
thumb  and  the  palm  of  the  hand,  the  fingers  being  stretched  straight 
out.  .  .  .  When  the  scribe  actually  applied  the  stylus  to  the  clay,  he 
bent  all  of  his  fingers  and  held  the  stylus  in  the  closed  fist.” 

The  characteristic  writing  material  and  implement  of  the  ancient 
Egyptians  was  the  papyrus  sheet  or  roll  and  the  reed  pen-brush. 
Older  than  any  surviving  scraps  of  the  material  itself  are  monumen¬ 
tal  representations  of  it.  A  relief  from  the  tomb  of  Ti,  at  Sakkara, 
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Egypt,  dating  from  the  twenty-seventh  century  b.c.,  shows  a  pair 
of  scribes  at  work,  squatting  before  two  small  desks  on  which  are 
stacked  their  rolled-up  records,  like  bundles  of  college  diplomas. 
The  reproduction  on  the  preceding  page  shows  also  four  clerks  or 
assistants,  in  similar  posture,  holding  in  their  left  hands  the  papyrus 
rolls  on  which  they  are  writing. 

Much  of  the  Egyptian  scribes’  work  was  done  in  the  open,  and 
many  ancient  monuments  depict  them  as  writing  in  a  standing 
position.  The  scribe  carried  his  writing  outfit  in  a  convenient  form. 
Its  essential  elements  were  two  reed  pens  in  a  protective  carrying 
case,  a  little  jar  of  water,  and  a  palette  with  two  round  depressions  in 
which  to  mix  his  red  and  black  inks.  The  palette  and  water  bottle 
were  often  tied  to  the  pen  case  with  a  cord,  so  that  the  whole  equip¬ 
ment  could  be  slung  over  the  shoulder  or  carried  in  the  hand.  A  pic¬ 
torial  representation  of  this  outfit  naturally  came  to  be  the  ideo¬ 
graphic  symbol  for  “writing,”  “to  write,”  and  “scribe.”  This  symbol 
will  be  seen  above  the  scribes  depicted  in  the  illustration  on  page  n. 

When  writing,  the  scribe  made  his  ink  as  he  needed  it,  using 
one  of  the  compartments  of  his  palette.  For  black  ink  he  mixed 
lampblack  with  an  aqueous  solution  of  a  vegetable  gum  which  held 
in  suspension  the  nonsoluble  black.  For  carmine  ink  a  red  oxide  of 
iron  was  used.  The  use  of  both  red  and  black  ink  accounts  for  the 
numerous  representations  of  scribes  with  two  pens  behind  their  ears. 

The  red  ink  was  used  for  the  introductory  words  of  paragraphs. 
This  conventional  use  of  red  was  adopted  by  the  Greeks  and  later 
by  the  Romans  and  survived  in  the  rubrics  (from  the  Latin  ruber , 
“red”)  of  European  manuscripts  and  early  printed  books.  The  word 
“rubric”  is  used  to  the  present  day  in  almost  the  same  meaning, 
although  our  rubrics  are  no  longer  necessarily  printed  in  red. 

The  writing  implement  of  the  Egyptian  scribe  was  a  cross 
between  a  pen  and  a  brush.  Perhaps  by  chewing  the  end  of  a  reed 
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the  scribe  frayed  the  fibers,  giving  him  a  soft  tuft  with  which  to 
work.  His  writing  was  a  sort  of  brush  painting  on  papyrus.  Only 
with  the  coming  of  parchment  did  the  split  pen  come  into  use. 

Though  for  some  of  his  work  the  Egyptian  scribe  adhered  closely 
to  the  forms  of  the  characters  which  were  used  for  monumental 
inscriptions,  a  cursive  form  of  writing  also  developed — the  hieratic 
or  “priestly”  writing — in  which  the  pictured  ideograms  of  the 
monuments  were  reduced  to  the  barely  recognizable  essentials.  This 
was  necessary,  of  course,  if  writing  was  to  be  done  at  all  rapidly. 
The  oldest  papyrus  rolls  which  have  been  found,  taken  from 
mummy  cases  of  about  3500  b.c.,  were  written  in  hieratic.  In  fact, 
hieratic  characters  have  been  found  even  in  inscriptions  dating  from 
the  earliest  Egyptian  dynasties. 

Out  of  the  hieratic  there  came,  in  the  course  of  time,  a  still  more 
simplified  cursive,  the  demotic,  or  “popular”  script,  in  which  the 
pictographic  origin  of  the  characters  had  disappeared  as  completely 
as  they  have  in  the  modern  Chinese  ideographs.  Both  the  hieratic 
and  the  demotic  scripts  were  made  possible  by  the  availability  to  the 
Egyptians  of  a  material  which  readily  took  their  thin  inks,  which 
retained  the  color  of  the  pigments,  and  which  was  smooth  enough  to 
permit  free  movement  of  the  raveled  fiber  pen  brush.  This  material 
was  papyrus,  made  from  the  fibrous  lining  of  the  marrow  of  the 
papyrus  plant,  a  kind  of  sedge  native  to  the  Nile  region,  once 
gathered  there  in  almost  unlimited  quantities,  but  now  almost  ex¬ 
tinct.  The  Roman  writer  Pliny,  in  his  Natural  History ,  describes  for 
us  the  method  of  fabricating  a  writing  material  from  this  plant. 
The  stalks  were  cut  into  lengths  of  about  sixteen  inches.  The  mar¬ 
row  was  then  slit  into  thin  strips,  which  were  laid  flat  side  by  side.  A 
second  layer  of  these  strips  was  then  laid  over  the  first  and  at  right 
angles  to  it.  The  two  layers  were  then  treated  with  a  gum  solution 
and  pressed,  pounded,  and  smoothed  until  the  surface  was  suitable 
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for  writing.  In  fresh  condition  the  resulting  sheets  were  of  a  yellow¬ 
ish  white  color,  later  turning  to  various  shades  of  yellow. 

The  papyrus  plant  was  used  by  the  Egyptians  for  other  purposes 
than  the  making  of  a  writing  material.  Its  roots  were  dried  and  used 
for  fuel,  its  fibers  were  made  into  ropes,  its  stalks  were  used  for 
thatching  and  for  making  light  rafts.  In  time  of  scarcity,  its  tender 
shoots  supplied  food.  Thus  the  papyrus  harvest  was  of  great  impor¬ 
tance  to  Egyptian  life. 

For  extensive  manuscripts  a  number  of  papyrus  sheets,  each 
approximately  twelve  by  sixteen  inches  in  size,  were  pasted  end  to 
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end  and  made  up  in  the  form  of  a  roll,  usually  containing  twenty 
such  sheets.  If  more  than  one  roll  was  needed,  the  scribe  pasted  on 
additional  sheets,  but  this  was  often  done  so  clumsily  that  the  writing 
over  the  seams  suffered  accordingly. 

The  height  of  the  papyrus  rolls  was  usually  a  little  more  than 
twelve  inches.  The  rolls  were  then  cut  into  small  rolls  about  six 
inches  tall,  or  sometimes  into  rolls  a  little  over  three  inches  tall. 
These  smaller  rolls  had  the  advantage  of  being  easier  to  handle  and 
less  liable  to  injury.  For  a  letter  the  normal  sheet  halved  vertically 
was  used,  but  if  necessary  a  whole  sheet  was  used,  or  it  was  cut  into 
four  strips. 

Writing  on  papyrus  was  done  in  columns  arranged  something 
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like  the  columns  of  a  newspaper.  Each  column  was  the  equivalent 
of  a  page  in  a  modern  book.  A  section  of  a  roll  looked  something 
like  this: 


xxxxx 

xxxxx 

xxxxx 

xxxxx 

xxxxx 

xxxxx 

xxxxx 

xxxxx 

xxxxx 

xxxxx 

xxxxx 

xxxxx 

xxxxx 

xxxxx 

xxxxx 

xxxxx 

xxxxx 

xxxxx 

xxxxx 

xxxxx 

xxxxx 

xxxxx 

xxxxx 

xxxxx 

xxxxx 

xxxxx 

xxxxx 

xxxxx 

xxxxx 

xxxxx 

xxxxx 

xxxxx 

xxxxx 

xxxxx 

xxxxx 

xxxxx 

xxxxx 

xxxxx 

xxxxx 

xxxxx 

xxxxx 

xxxxx 

Normally  the  lines  were  of  a  length  to  contain  about  thirty-eight 
characters  or  letters. 

The  tops  and  bottoms  of  the  rolls  were  the  parts  most  exposed  to 
wear  and  were  therefore  often  reinforced  with  pasted  strips.  The  side 
of  the  sheet  on  which  the  layers  were  horizontal  was  the  smoothest 
and  considered  the  “right”  side.  In  ancient  times  the  reverse  side 
was  not  used,  but  later,  in  a  pinch  for  space  or  because  of  a  shortage 
of  material,  the  back  of  the  sheet  was  also  used  for  writing.  A  num¬ 
ber  of  the  ancient  Greek  classics,  including  Aristotle’s  famous  Con¬ 
stitution  of  Athens ,  are  known  to  us  today  only  because  of  copies 
made  about  a.d.  300-400  (when  papyrus  was  becoming  scarce)  on 
the  backs  of  rolls  which  had  previously  been  used  for  such  mundane 
purposes  as  reports  of  stewards  in  charge  of  property  and  the  like. 

Papyrus  as  a  material  for  the  preservation  of  records  was  far  from 
satisfactory.  There  was  danger  of  punching  through  in  the  process 
of  writing,  and  in  guarding  against  this  the  up  strokes  and  the  down 
strokes  of  the  pen  often  became  almost  indistinguishable.  Papyrus 
was  also  most  susceptible  to  damage  from  water  or  dampness;  on 
the  other  hand,  when  it  had  dried  out,  it  became  highly  fragile — 
almost  as  brittle  as  dead  leaves.  Nowhere  but  in  a  rainless  land  such 
as  Egypt  could  ancient  papyrus  have  been  preserved  for  centuries. 

Quantities  of  papyrus  rolls  have  been  found  in  mummy  cases, 
and  others  have  been  dug  up  from  the  ancient  rubbish  heaps  of  a 
bygone  civilization.  Covered  centuries  ago  with  Egypt’s  drifting 
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sands,  these  emptyings  of  the  waste  baskets  of  two  thousand  years 
and  more  ago,  brittle  and  delicate,  carefully  treated  with  restoratives 
and  kept  between  sheets  of  glass,  have  told  us  in  fascinating  detail  of 
the  everyday  life  of  those  ancient  people.  Of  all  the  ancient  papyrus 
rolls  discovered,  the  most  remarkable  are  those  excavated  from  the 
little  city  of  Herculaneum,  which  was  destroyed  by  the  lava  of 
Vesuvius  in  a.d.  79.  Treated  with  all  the  resources  of  modern  sci¬ 
ence,  many  of  these  little  rolls,  mere  lumps  of  charcoal,  have  been 
so  restored  as  to  become  legible  again. 

Not  only  in  Egypt  but  throughout  the  ancient  Mediterranean 
world,  papyrus  was  the  accepted  writing  material  for  ages.  The  latest 
known  use  of  it  is  a  papal  bull  of  a.d.  1022,  long  after  parchment 
had  become  the  common  material  for  writing  and  just  before  paper 
began  to  come  into  general  use  in  Europe.  It  is  impossible  to  over¬ 
estimate  the  importance  to  human  culture  of  this  material,  which 
served  the  needs  of  mankind  probably  for  fifty  centuries. 

Parchment,  which  eventually  succeeded  papyrus  as  a  writing 
material,  is  known  to  have  been  used  as  early  as  about  500  b.c.,  but 
it  did  not  become  a  successful  rival  of  the  popular  papyrus  until  a 
few  centuries  later.  This  material  was  the  prepared  skins  of  animals, 
principally  of  the  sheep  or  of  the  calf.  That  which  was  made  from 
calfskin,  known  as  vellum,  was  the  best.  Skins  had  been  used,  of 
course,  in  extremely  ancient  times,  but  only  in  the  form  of  tanned 
leather.  The  Egyptians  used  hides  for  writing  as  early  as  2000  b.c. 
But  parchment  did  not  begin  to  come  into  general  use  until  about 
two  centuries  before  the  Christian  era,  and  then  under  the  pressure 
of  necessity. 

The  story  goes  that  Eumenes  II,  king  of  Pergamum  in  Asia 
Minor  in  the  second  century  b.c.,  incurred  the  ill  will  of  the  Ptole¬ 
mies,  then  rulers  of  Egypt,  who  imposed  an  embargo  on  the  exporta¬ 
tion  of  papyrus  to  Pergamum.  The  people  of  Pergamum  then  re- 
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verted  to  the  use  of  skins.  But  the  preparation  of  this  material  was 
much  improved,  by  more  skillful  processes  of  splitting,  tanning,  and 
bleaching,  into  a  product  of  fine  quality  which  soon  gained  renown. 
It  was  especially  welcomed  because  it  was  much  more  durable  than 
the  fragile  papyrus,  though  it  was  heavier  and  also  more  expensive. 
When  it  was  exported  into  the  Roman  world,  it  became  known, 
from  the  place  of  its  origin,  as  pergamena,  from  which  the  name  in 
time  found  its  way  into  English  as  “parchment.” 

By  the  fourth  century  a.d.  parchment  had  become  the  dom¬ 
inant  writing  material  in  Europe.  It  yielded  slowly  to  the  advan¬ 
tages  of  paper  after  that  substance  was  first  introduced,  and  it  is  still 
used  occasionally  for  certain  engrossed  documents,  such  as  diplomas 
— which  are  fittingly  known  as  “sheepskins.” 

The  general  use  of  parchment  had  a  far-reaching  effect  upon 
the  development  of  writing.  For  writing  upon  its  smooth  surface  a 
broad-pointed  pen,  made  of  reed  or  quill,  came  into  use.  It  was 
inevitable  that  writing  done  with  such  an  implement  on  such  a  sur¬ 
face  should  assume  an  appearance  quite  different  from  writing  done 
with  a  reed  brush  on  papyrus. 

In  all  parts  of  the  world  men  have  used  for  writing  material 
whatever  was  most  available  for  the  purpose.  Early  Chinese  writing, 
before  the  advent  of  paper,  was  done  on  silk  or  other  textiles.  The 
Egyptians  made  not  infrequent  use  of  linen,  and  the  ancient  Romans 
kept  some  of  their  official  records  on  strips  of  linen.  The  Romans 
also  used  waxed  tablets  for  personal  correspondence  and  for  records 
of  business  transactions  and  the  like.  These  tablets,  of  wood  and 
sometimes  of  ivory,  had  slightly  raised  borders,  the  depression  being 
coated  with  a  thin  layer  of  blackened  wax.  A  pointed  stylus  was  used 
for  tracing  the  letters  in  the  wax,  and  the  other  end  of  the  stylus 
was  blunted  and  widened  for  making  erasures  by  simply  smoothing 
out  the  wax.  Two  or  three  or  more  of  these  tablets  were  sometimes 
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hinged  together  to  make  the  prototypes  of  the  pages  of  our  books. 
A  number  of  such  tablets,  their  writing  still  intact,  have  been 
recovered  from  Pompeii,  destroyed  by  Vesuvius  in  a.d.  79  as  was 
Herculaneum,  but  with  ashes  and  not  with  molten  lava. 

Perhaps  the  strangest  of  all  writing  materials,  from  our  point  of 
view,  are  the  palm-leaf  strips  used  in  some  parts  of  India,  in  Burma, 
and  in  Siam.  Writing  on  these  strips  was — and  still  is — done  with  a 
sharp-pointed  implement.  Pigment  is  then  rubbed  into  the  finely 
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incised  lines  to  make  them  visible.  The  strips  are  then  “bound”  by 
stringing  them  on  cords,  for  all  the  world  like  the  slats  of  Venetian 
blinds. 

The  peculiarities  of  each  kind  of  material  used  for  writing  have 
profoundly  influenced  the  character  of  the  writing  done  on  them. 
Thus  we  have  the  linear  style  as  incised  on  bone,  stone,  pottery, 
metal,  and  the  East  Indian  palm-leaf  strips;  the  peculiar  stencil-like 
linear  of  the  Roman  script  written  in  wax,  where  the  closing  of  a 
circle  or  loop  in  a  letter  would  cut  out  a  bit  of  the  wax;  the  jerky 
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staccato  of  the  cuneiform  jabbed  into  soft  clay;  the  gracefully  shaded 
and  sweeping  brush  strokes  of  the  ancient  Egyptian  calligraphers 
and  of  the  modern  Chinese  and  Japanese;  the  easy,  fluent,  cursive 
movement  of  the  pen  on  the  smooth  surface  of  parchment  or  paper. 
All  these  modes  of  writing  had  their  effects  on  the  shapes  of  the 
written  characters.  It  is  safe  to  say  that  whatever  beauty  the  letters 
of  our  modern  European  alphabets  may  have,  we  owe  largely  to  the 
efforts  of  medieval  scribes  to  write  beautifully  on  their  parchments. 


II 


The  Origin  of  the  Alphabet 


A  LMOST  from  their  very  beginnings,  systems  of  writing,  as 
we  have  seen,  tended  to  become  phonetic — that  is,  capable 
1  w  of  representing  the  sounds  of  spoken  languages.  But  if 
writing  was  to  become  truly  useful  to  mankind,  it  was  necessary  that 
the  complicated  systems  of  phonograms  should  be  simplified  so  that 
the  art  of  writing  could  be  acquired  and  used  by  the  ordinary  man. 
The  process  of  simplification  has  resulted  in  the  relatively  small 
group  of  written  and  printed  characters  which  make  up  what  we 
today  call  the  alphabet. 

We  use  the  letters  of  our  alphabet  every  day  with  the  utmost 
ease  and  unconcern,  taking  them  almost  as  much  for  granted  as  the 
air  we  breathe.  We  do  not  realize  that  each  of  these  letters  is  at  our 
service  today  only  as  the  result  of  a  long  and  laboriously  slow  process 
of  evolution  in  the  age-old  art  of  writing.  The  centuries  during 
which  mankind  learned  to  write  alphabetically  are  now  telescoped 
into  a  few  years  of  school  life,  from  the  primary  school  youngster 
awkwardly  tracing  his  first  ABC’s  to  the  grammar-school  child  who 
can  (sometimes)  make  more  or  less  legible  letters. 

What  is  our  alphabet?  It  is  a  set  of  symbols,  seemingly  of  quite 

arbitrary  form,  which  we  use  to  represent  the  elemental  sounds  of 

our  spoken  language.  It  is  perfectly  obvious  to  all  who  use  it— and 

especially  to  those  who  use  it  for  writing  the  English  language — that 

the  alphabet  as  we  know  it  is  at  best  only  a  makeshift  as  a  means  of 

representing  spoken  sounds.  But  mankind,  curiously  enough,  has  a 

way  of  getting  along  nicely  with  makeshifts.  The  alphabet,  as  nearly 
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as  we  can  judge,  has  been  in  process  of  development  for  about  four 
thousand  years  and  is  still  far  from  a  perfect  implement.  In  fact,  a 
perfect,  truly  phonetic  alphabet,  except  as  invented  by  scholars  for 
the  scientific  study  of  human  speech,  seems  to  be  impossible  of  reali¬ 
zation.  For  our  letters  have  now  become  so  imbedded  in  usage  that 
it  is  almost  hopeless  to  try  to  dislodge  or  change  them. 

But,  imperfect  though  it  is,  where  did  this  alphabet  originate? 
For  an  answer  to  this  question,  as  with  our  inquiry  about  the  begin¬ 
nings  of  writing,  we  must  go  back  to  remote  antiquity.  And  even 
from  the  evidence  to  be  found  there  we  can  make  no  more  than 
shrewd  conjectures.  An  enormous  amount  of  study  has  been  devoted 
to  the  subject,  but  scholars  still  disagree  widely  on  many  important 
details.  We  have  a  very  good  clue,  however,  in  the  very  word  “alpha¬ 
bet,”  to  guide  us  at  the  start  of  our  search.  For  the  word  “alphabet” 
is  nothing  more  than  the  names  of  the  first  two  letters,  alpha,  beta, 
in  the  alphabet  of  the  ancient  Greeks.  Following  up  this  clue — first 
noting  that  many  letters  in  the  ancient  Greek  alphabet  had  true 
names,  such  as  alpha,  beta,  gamma,  delta,  iota,  \appa,  lambda,  and 
so  on — we  are  next  impressed  by  the  fact  that  the  letters  of  the 
Semitic  alphabets  (ancient  Phoenician,  ancient  and  modern  He¬ 
brew,  Arabic,  and  others)  also  had  names,  and  that  the  Semitic 
names  (in  Hebrew  aleph,  beth,  gimel,  daleth,  yod,  \aph,  lamed, 
and  so  on)  have  a  striking  similarity  to  the  Greek  names.  The  con¬ 
clusion  seems  inescapable  that  the  ancient  Greeks  got  the  names  of 
their  letters,  at  least,  from  a  Semitic  source. 

But  it  seems  unlikely  that  the  Greeks  could  have  taken  the  names 
alone,  without  the  characters  to  which  the  names  belonged.  The 
names  unquestionably  had  some  meaning  for  the  Semites  who  first 
used  them,  but  they  were  meaningless  to  the  Greeks,  who  could  not 
even  pronounce  them  correctly.  To  those  Greeks  of  a  very  ancient 
day  who  first  learned  to  use  the  alphabet,  the  strange-sounding  and 
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meaningless  names  must  have  been  identified  with  the  separate  let¬ 
ters  which  some  strange-speaking  foreigners  taught  them. 

In  pursuing  the  search  for  the  land  from  which  the  letters  first 
came  to  Greece,  scholars  have  made  careful  studies  of  ancient  inscrip¬ 
tions.  In  Phoenician  inscriptions  there  have  been  found  abundant 
evidences  of  a  system  of  alphabetic  characters.  Most  of  these  charac¬ 
ters  have  been  clearly  identified  as  the  prototypes,  if  not  as  the  actual 
models,  of  letters  with  the  same  phonetic  values  as  those  in  very 
ancient  Greek  inscriptions.  Greek  tradition,  also,  credits  the  Phoeni¬ 
cians  with  being  the  “inventors”  of  writing.  The  accumulated  evi¬ 
dence  is  convincing  that  at  some  remote  time  the  inhabitants  of 
various  parts  of  the  Greek  world  acquired  the  alphabet  through 
contacts  with  the  seafaring  Phoenicians. 

We  are  speaking  now  of  the  Greek  alphabet  which  became  in 
time  the  ancestor  of  the  Roman  alphabet  and  thus  of  ours.  The  pro¬ 
genitors  or  predecessors  of  the  ancient  Greeks,  on  the  coast  of  Asia 
Minor,  on  the  islands  of  the  Aegean  Sea,  and  on  the  Greek  main¬ 
land,  have  left  evidences  of  a  system  of  writing  possibly  derived 
from  the  linear  script  of  prehistoric  Crete.  But  when  the  alphabet  as 
we  know  it  first  made  its  beginnings  in  ancient  Greece,  all  knowl¬ 
edge  of  that  earlier  script  seems  to  have  been  wiped  out  completely, 
except  perhaps  on  one  or  two  of  the  islands  and  a  few  localities  in 
Asia  Minor.  On  the  island  of  Cyprus  a  local  syllabary  remained  in 
use  until  the  sixth  century  b.c.  And  Lycia  and  Lydia  in  Asia  Minor 
also  had  ancient  syllabaries.  But  these  were  so  exceptional  that  it 
truly  may  be  said  that  from  the  Phoenicians  the  Greek  world  learned 
all  over  again  the  art  of  writing. 

We  now  confront  the  critical  question:  how  and  when  did  the 
Phoenician  alphabet  come  into  being?  In  their  search  for  an  answer 
to  this  question,  scholars  have  long  been  groping  in  a  realm  of  his¬ 
torical  obscurity.  Monuments  of  vast  age  have  been  found,  bearing 
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inscriptions  in  Phoenician  characters.  But  these  characters  are 
already  wholly  alphabetic,  with  apparently  no  trace  of  ideographic 
phonograms  in  them.  Without  an  ideographic  ancestry,  how  did 
they  originate?  Did  some  brilliantly  inspired  Phoenician,  once  upon 
a  time,  just  “make  them  up”?  Such  an  explanation  makes  too  great 
a  demand  upon  credulity.  But  where  are  the  ancestors  of  these 
twenty-two  Phoenician  letters  to  be  found? 

The  first  serious  attempt  at  an  answer  to  this  question  was  made 
in  1859,  when  Emmanuel  de  Rouge,  a  French  scholar,  presented 
before  the  French  Academy  a  memoir  in  which  he  sought  to  show 
that  each  one  of  the  known  Phoenician  characters  was  derived  from 
a  corresponding  character  in  the  Egyptian  hieratic  writing.  For 
many  years  this  answer  to  the  question  was  generally  accepted  as 
final  and  conclusive.  But  the  work  of  later  scholars,  based  upon 
more  recently  discovered  inscriptions,  in  characters  more  archaic 
than  any  to  which  De  Rouge  had  access,  so  thoroughly  discredited 
the  Frenchman’s  theory  that  the  question  again  became  an  open  one. 

Sir  Arthur  Evans  in  1895  advanced  the  suggestion  that  the 
Cretan  pictographs  and  the  later  Cretan  linear  characters  lay  behind 
the  Phoenician  alphabet.  It  is  not  out  of  the  question,  of  course,  that 
Cretan  refugees,  fleeing  from  the  catastrophe  which  overwhelmed 
their  civilization  about  1200  b.c.,  found  their  way  to  Palestine  with 
their  peculiar  script.  But  the  Cretan  characters  at  best  are  only  im¬ 
perfectly  understood,  and  until  more  is  known  of  them  the  sugges¬ 
tion  of  a  connection  between  them  and  the  Phoenician  alphabet 
must  remain  only  a  suggestion. 

In  general  appearance  the  Phoenician  characters  can  be  com¬ 
pared  with  some  of  the  characters  found  in  the  Cretan  script  or  in 
the  scripts  of  prehistoric  Cyprus  or  Asia  Minor.  But  nowhere  are 
appearances  more  deceitful  than  in  tracing  the  descent  of  the  letters 
in  a  primitive  alphabet.  Religious  and  governmental  conservativism 
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fixed  the  forms  of  the  Egyptian  hieroglyphic  characters  and  to  a 
large  extent  those  of  the  Mesopotamian  cuneiform  writing.  Thus  the 
characters  on  the  very  latest  Egyptian  monuments  are  practically 
identical  with  the  same  characters  as  found  on  the  very  earliest.  But 
when  alphabetic  writing  made  its  start,  conservative  forces  had  no 
control  over  it.  Writing  became  purely  utilitarian,  the  tool  of  traders 
and  men  of  business  who  refused  to  be  bothered  with  the  complica¬ 
tions  of  the  older  systems.  Those  who  used  the  primitive  alphabets 
did  so  with  perfect  liberty — not  to  say  license — to  do  with  them  as 
they  saw  fit.  The  forms  of  the  letters  were  fluid,  so  to  speak,  and 
changed  from  place  to  place  and  from  time  to  time  all  through  the 
ages  as  they  spread  from  Phoenicia  through  Greece  to  ancient  Rome 
and  from  Rome  throughout  Europe,  until  the  invention  of  printing 
fixed  them  in  their  present  almost  unalterable  forms. 

Thus  we  find  the  ancestor  of  the  letter  A,  for  example,  lying  on 
either  side,  standing  on  its  apex,  or  canted  at  all  possible  angles,  and 
with  its  crossbar  across  its  feet,  tangent  to  its  point,  or  crossing  any¬ 
where  between.  In  some  archaic  Greek  inscriptions  the  characters 
for  M  and  for  S  can  barely  be  differentiated.  If  these  mutations  and 
variations  are  found  in  inscriptions  that  can  be  read,  in  which  the 
values  of  the  letters  are  accurately  known,  how  uncertain  must  it  be 
on  the  basis  of  appearance  alone,  to  identify  characters  in  unknown 
scripts  with  the  known  letters  of  primitive  alphabets ! 

Other  possible  sources  of  the  Phoenician  alphabet  have  been 
sought  in  the  characters  developed  by  the  ancient  Hittites  of  Asia 
Minor  and  in  the  linear  script  of  the  Akkadians,  Sumerians,  and 
earliest  Babylonians  in  Mesopotamia.  A  Hittite  origin  cannot  be 
intelligently  discussed  as  yet,  since  next  to  nothing  is  known  of  the 
meanings  of  the  Hittite  characters.  A  Babylonian  origin  seems  much 
more  plausible.  The  Phoenicians,  according  to  tradition,  had  mi¬ 
grated  from  the  region  of  the  Persian  Gulf  in  the  third  pre-Christian 
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millennium,  just  as  Abraham  had  led  the  ancient  Hebrews  out  of 
Chaldea  to  Canaan  at  about  the  same  time.  The  linear  Babylonian 
script  had  not  been  entirely  displaced  by  the  cuneiform  writing  at 
the  traditional  time  of  the  Phoenician  migration,  and  it  is  interest¬ 
ing  to  speculate  that  the  emigrants  may  have  taken  a  knowledge 
of  writing  with  them.  At  a  much  later  time,  about  1400  b.c.,  it  is 
known  from  Egyptian  records  that  Babylonian  was  the  language 
of  diplomacy  and  officialdom  in  international  communications. 
Babylonian  and  its  script  must  have  been  known  in  Palestine  and 
among  the  Phoenicians,  at  least  in  official  circles.  But  no  conclusion 
can  be  drawn  from  this  fact  as  to  the  language  and  script  (if  any) 
used  by  the  Phoenician  populace  for  internal  communication.  French 
was  for  many  years  the  diplomatic  and  “polite”  language  of  Europe, 
but  its  use  in  this  way  did  not  perceptibly  affect  the  vernaculars  of 
the  different  European  nations. 

Of  all  the  ancient  cultures  which  hemmed  in  that  little  strip  of 
seacoast  inhabited  by  the  Phoenician  people  and  from  which  they 
may  have  derived  their  alphabet,  none  remains  to  be  considered — 
unless  we  should  find  that  in  some  bygone  time  there  was  an 
ancient  culture  south  of  the  Phoenicians  and  between  them  and 
Egypt.  When  we  turn  in  this  direction,  we  are  getting  “warm,”  as 
children  say.  For  in  quite  recent  years  there  has  been  found  evi¬ 
dence  of  just  such  a  culture,  though  a  quite  primitive  one,  between 
Phoenicia  and  Egypt  and,  what  is  more,  inscriptions  which  offer  a 
most  intriguing  clue  to  the  origin  of  the  Phoenician  alphabet. 

On  the  Sinai  Peninsula,  the  wedge-shaped  land  mass  which  juts 
into  the  Red  Sea  southeast  of  the  Isthmus  of  Suez,  Sir  Flinders  Petrie, 
the  famous  English  Egyptologist,  discovered  in  1904  and  1905  some 
stone  objects  inscribed  with  characters  which  seemed  to  be  alpha¬ 
betic.  In  all,  about  fifteen  such  inscriptions  have  been  found,  con¬ 
taining  in  all  about  225  characters,  of  which  about  thirty  are  highly 
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problematical  because  of  the  wearing  away  of  the  soft  sandstone  in 
which  they  were  cut.  About  twenty-five  distinctly  different  forms 
have  been  sorted  out.  Unfortunately,  the  inscriptions  are  all  quite 
short,  and  very  few  identical  groups  of  characters  (that  is,  identical 
words)  recur.  But  there  is  one  group  of  four  characters  which  recurs 
several  times,  and  these  have  been  quite  conclusively  identified  by 

Alan  H.  Gardiner,  another 
English  scholar,  as  b‘lt,  spell¬ 
ing  the  name  of  the  primitive 
Semitic  goddess  Ba‘alat,  who 
was  identified  with  the  Egyp¬ 
tian  goddess  Hathor. 

This  was  enough  to  make 
it  reasonably  clear  that  the  char¬ 
acters  were  truly  alphabetic  and 
also  that  the  language  of  the 
inscriptions  was  Semitic.  Many 
scholars  have  busied  themselves 
with  the  problems  of  decipher¬ 
ing  and  interpreting  the  inscrip¬ 
tions,  with  varying  results.  In 
1931,  Martin  Sprengling,  an  ac¬ 
complished  Arabist,  published 
what  seem  to  be  highly  satisfactory  interpretations  of  the  inscrip¬ 
tions.  As  Sprengling  reads  them,  they  are  mostly  votive  in  character 
and  are  inscribed  on  objects  that  a  primitive  Semitic  people,  work¬ 
ing  in  the  mines  of  the  Sinai  region,  used  as  offerings  to  the 
tribal  goddess. 

The  accompanying  illustration  shows  in  outline  drawing  (after 
Sprengling)  the  inscription  on  one  of  these  Sinai  tic  stones.  Spreng¬ 
ling  translates  the  characters  thus:  “The  gift  of  Benshemish,  sculptor 
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of  Upwawet,  beloved  of  Ba‘alat.”  Upwawet  was  the  name  of  the 
Egyptian  deity  whose  statue,  possibly  the  one  carved  by  Benshemish, 
is  sketched  at  the  right  of  the  inscription.  The  name  of  the  goddess 
is  spelled  with  the  four  characters,  interpreted  as  b£lt,  below  the 
crack  in  the  left-hand  column,  reading  downward. 

For  the  probable  date  of  the  origin  of  these  inscriptions  Spreng- 
ling  refers  us  to  James  H.  Breasted’s  History  of  Egypt:  “ While 
operations  in  the  mines  of  Sinai  had  been  resumed  as  early  as  the 
reign  of  Sesostris  I,  ...  it  remained  for  Amenemhet  III  to  develop 
the  equipment  of  the  stations  on  the  peninsula,  so  that  they  might 
become  more  permanent  than  the  mere  camp  of  an  expedition  while 
working  the  mines  for  a  few  months.  .  .  .  Amenemhet  III  made  the 
station  at  Sarbut  el-Khadem  a  well  equipped  colony  for  the  exploita¬ 
tion  of  the  mineral  wealth  of  the  mountains.”  Details  of  this  account 
by  Breasted,  supplemented  by  extracts  from  his  Ancient  Records , 
include  the  mention  of  a  stele  set  up  by  an  Egyptian  official,  barracks 
for  the  workmen,  fortifications  against  the  marauding  tribes  of  the 
desert,  a  temple  of  the  local  Hathor,  mine  shafts  each  under  the 
charge  of  a  native  foreman  after  whom  it  was  named — all  of  which 
fits  in  with  the  tentative  translations  of  the  inscriptions  as  made  by 
Sprengling. 

Amenemhet  III  reigned  in  Egypt  from  1849  to  1801  b.c.  It 
seems  almost  certain,  therefore,  that  the  Sinai  inscriptions  date  from 
the  last  half  of  the  nineteenth  pre-Christian  century,  when  the  Sinai 
mines  were  being  worked  by  crews  of  local  Semitic  natives  under  the 
direction  of  Egyptian  officials.  Not  long  after  this  date  the  Egyptian 
Empire  suffered  reverses  which  caused  the  mines  to  be  abandoned. 

How  did  an  alphabet  come  into  being  under  such  circumstances? 
Before  attempting  an  answer  to  this  question,  we  must  recall  that 
the  Egyptian  system  of  writing  at  that  time  was  already  well  on  its 
way  toward  becoming  alphabetic.  It  had  reached  the  point  of  iden- 
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tifying  some  of  its  ideographic  characters  with  the  initial  sounds  of 
the  spoken  words  which  corresponded  to  those  characters.  But  it 
never  reached  the  point  of  assigning  one  character  to  the  function  of 
representing  one  sound;  for  each  sound  it  preferred  to  have  a  wide 
range  of  characters  from  which  to  choose.  What  happened  in  Sinai, 
we  may  imagine,  was  the  reduction  of  this  complicated  formula  to 
its  simplest  terms — only  one  character  for  each  sound. 

The  method  by  which  this  came  about  might  be  compared  with 
what  the  electricians  call  “induction.”  As  an  electric  current  passing 
through  a  coil  of  wire  somehow  causes  an  independent  current  to 
flow  through  another  wire  which  moves  in  the  field  of  this  coil,  so 
the  influence  of  the  Egyptians  in  Sinai  set  in  motion  an  impulse 
to  write  among  those  ancient  Semites.  One  may  suppose  that  some 
Egyptian  scribe  connected  with  the  management  of  the  Sinai  mines 
lightened  the  tedium  of  his  exile  in  that  desolate  place  by  “teaching” 
an  intelligent  native  foreman  the  rudiments  of  writing.  This  fore¬ 
man,  or  perhaps  several  foremen,  could  use  these  rudiments  in  keep¬ 
ing  simple  records,  thus  no  doubt  saving  some  labor  for  Egyptian 
clerks.  The  few  characters  which  the  natives  learned  were  written 
for  them,  no  doubt,  with  the  Egyptian  pen  brush  on  papyrus.  They 
may  have  been  in  the  cursive,  hieratic  form,  or  they  may  have  been 
in  the  more  easily  identified  form  of  the  hieroglyphic  pictographs. 
But  when  the  Semites  came  to  using  them  on  stone,  as  they  saw  their 
Egyptian  masters  doing,  some  modification  and  simplification  of  the 
forms  were  doubtless  necessary.  Still,  some  of  the  characters  as  they 
stand  can  be  quite  easily  identified  with  Egyptian  characters, 
although,  it  is  important  to  note,  they  were  not  used  with  the  same 
phonetic  values  as  in  Egyptian,  but  with  phonetic  values  derived 
from  the  Semitic  words  for  the  objects  which  the  Egyptian  symbols 
represented. 

The  system  of  writing  which  thus  developed  was  a  bare  skeleton 
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of  some  two  dozen  consonantal  characters.  How  condescendingly 
the  Egyptians  may  have  smiled  at  the  pathetic  efforts  of  those  natives 
to  write  with  an  equipment  so  pitifully  meager!  But  those  efforts 
were  the  beginnings  of  the  alphabet — one  of  the  mightiest  imple¬ 
ments  of  power  now  at  man’s  command.  Those  primitive  natives  of 
Sinai  were  intelligent  enough  to  grasp  the  principle  of  alphabetic 
writing  that  their  Egyptian  superiors  were  much  too  learned  to  per¬ 
ceive.  They  discovered  the  advantage  of  having  a  few  characters 
which  could  be  used  in  innumerable  combinations  over  a  system  of 
innumerable  characters  to  serve  the  same  purpose. 

From  Sinai  this  primitive  alphabet  seems  to  have  been  carried 
on  currents  of  migration  and  trade  southeastward  into  what  is  now 
Arabia  and  northward  into  Palestine.  The  two  branches  became 
markedly  differentiated,  but  the  northern  branch  may  well  have 
been  the  progenitor  of  the  earliest  Phoenician  alphabet. 

Even  if  this  latest  theory  as  to  the  origin  of  the  Phoenician 
alphabet  is  not  completely  established  in  all  details,  it  is  at  least  the 
most  credible  theory  thus  far  advanced.  No  doubt  the  Phoenicians 
may  have  modified  their  alphabet  under  influences  from  other 
sources,  but  the  Sinaitic  origin  of  its  beginnings  seems  to  be  quite 
satisfactorily  established. 

The  earliest  known  inscription  in  which  the  Phoenician  alphabet 
appears  dates  from  an  era  about  six  hundred  years  after  the  probable 
date  of  the  Sinaitic  inscriptions.  Six  centuries  allow  plenty  of  time 
for  experimentation  with  alphabetic  writing  and  afford  plenty  of 
opportunity  for  other  systems  of  writing — Cretan,  Hittite,  Baby¬ 
lonian,  Egyptian — to  contribute  whatever  they  had  to  offer  for  its 
improvement.  The  Phoenicians  were  a  practical  people.  In  business 
and  trade  they  had  contacts  everywhere.  It  is  not  at  all  unlikely  that 
they  borrowed  letter  forms  from  other  peoples;  but  if  they  did  so, 
they  modified  the  borrowed  forms  and  adapted  them  to  their  own 
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uses.  But  it  is  important  to  keep  in  mind  that  what  persisted 
throughout  those  six  centuries  was  the  tradition  of  the  junction  of 
the  letters  rather  than  of  their  form.  Through  all  possible  changes 
or  even  substitutions  of  forms,  the  function  of  that  little  group  of 
symbols  for  the  sounds  of  human  speech  remained  essentially  un¬ 
changed.  The  principle  of  writing  alphabetically  survived  among 
a  few  Semitic  peoples  occupying  a  relatively  unimportant  geographi¬ 
cal  area,  while  mighty  nations  such  as  Assyria  and  Egypt  continued 
their  cumbersome  methods  of  writing  with  hundreds  and  hundreds 
of  symbols. 

And  it  does  not  seem  likely  that  alphabetic  writing,  after  its 
principle  had  once  been  discovered,  fell  entirely  into  disuse  and  had 
to  be  discovered  anew.  Durable  objects  bearing  clearly  alphabetic 
inscriptions  may  be  lacking — but  the  users  of  the  alphabet,  the 
ancestors  of  the  Phoenicians,  were  not  builders.  They  were  not  pre¬ 
possessed,  as  the  ancient  Egyptians  so  evidendy  were,  with  the  idea 
of  projecting  themselves  into  the  future  by  means  of  imperishable 
monuments  inscribed  with  records  of  their  deeds.  They  were  con¬ 
cerned  with  practical  day-to-day  affairs,  and  their  notes  and  records 
of  these  were  made  on  perishable  materials.  Even  though  the  Baby¬ 
lonian  language  and  script  came  to  be  used  in  official  and  diplomatic 
correspondence,  we  may  quite  reasonably  suppose  that  in  their  own 
private  affairs  the  Phoenicians  used  their  own  alphabet,  just  as  they 
used  their  own  language. 

The  earliest  known  Phoenician  inscription  shows  the  alphabet 
in  a  mature  and  well-developed  state,  which  gives  the  impression 
that  it  had  been  in  use  for  a  considerable  time.  This  inscription  was 
found  in  1923,  by  a  French  archaeological  expedition,  on  the  sar¬ 
cophagus  of  a  Phoenician  king  of  Byblos  named  Ahiram.  Scholars 
have  determined  that  the  tomb  and  the  sarcophagus  date  from  the 
middle  of  the  thirteenth  century  b.c.,  in  the  time  of  Rameses  II, 
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king  of  Egypt.  Byblos  (the  Gebal  of  the  Old  Testament)  was  then 
under  strong  Egyptian  influence. 

In  the  inscription,  of  which  a  portion  of  the  first  line  is  here 
reproduced,  the  son  of  the  deceased  king  dedicated  the  tomb  with  a 
curse  on  any  person  who  should  dare  to  violate  it.  It  is  read  from 

PORTION  OF  THE  AHIRAM  INSCRIPTION  OF  ABOUT  I25O  B.C. 

right  to  left.  The  alphabet,  as  in  the  case  of  the  Sinaitic  inscriptions, 
is  still  almost  purely  consonantal,  with  no  letters  for  true  vowel 
sounds.  Weathering  of  the  stone  has  obliterated  a  few  letters  in  the 
name  of  the  king’s  son,  but  following  the  break  the  letters  shown  in 
the  reproduction,  reading  leftward,  are  tbcal  bn  achrm  mlk  gbl,  or, 
. . .  tbaal  ben  Ahiram  mele\  Gebal — “.  .  .  tbaal  son  of  Ahiram  king 


of  Gebal.”  With  an  effort  of  the  imagination  the  reader  may  be  able 
to  recognize  ancestors  of  A,  H,  L,  and  T;  perhaps  of  R  and  M. 
It  should  be  noted  that  the  occasional  short  vertical  strokes  are  not 
letters  but  indications  of  divisions  between  words  or  word  groups. 

A  fragment  of  a  bronze  bowl  found  at  the  site  of  a  Phoenician 
colony  or  outpost  on  the  island  of  Cyprus  carries  an  inscription 
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which  has  been  interpreted  as  referring  to  that  Phoenician  King 
Hiram  who  was  the  friend  of  King  Solomon.  If  that  interpretation 
is  correct,  the  fragment  dates  from  about  the  middle  of  the  tenth 
pre-Christian  century,  and  the  inscription  on  it  is  the  next  earliest 
known  use  of  the  Phoenician  alphabet.  An  outline  drawing  of  this 
interesting  relic  appears  on  page  31.  The  inscription  reads  leftward, 
so  that  the  letters  must  be  reversed  before  any  possible  resemblance 
to  our  letters  can  be  recognized.  The  primitive  forms  of  K,  M,  and 
N  are  fairly  easy  to  distinguish.  But  the  letter  that  at  first  sight  looks 
like  K  is  really  A,  lying  on  its  side  and  with  its  crossbar  at  or  near 
the  angle.  And  the  letter  that  resembles  W  is  an  archaic  letter  with 
a  value  similar  to  that  of  S. 

This  Cypriote  bowl  has  also  been  ascribed  to  the  time  of  another 
Hiram,  king  of  Sidon,  in  which  case  its  date  is  about  two  hundred 
years  later,  or  in  the  eighth  century  b.c.,  and  the  next  earliest  known 
inscription  in  the  Semitic  alphabet  would  then  be  the  famous 
Moabite  stone  now  in  the  Louvre  at  Paris.  This  monument  was 
found  in  1868  by  a  missionary  in  the  vicinity  of  the  Dead  Sea.  As 
soon  as  the  local  Arabs  saw  that  it  was  of  some  interest  or  value  to 
the  Christian  intruders,  they  tried  to  destroy  it  by  heating  it  in  a  fire 
and  then  pouring  water  over  it,  thus  splitting  it  into  scores  of  pieces. 
Fortunately,  “squeezes”  had  already  been  made  of  the  inscription, 
so  that  it  was  possible  to  restore  the  stone  in  part  to  its  original 
condition. 

The  inscription  on  the  Moabite  stone  is  the  record  made  by 
Mesha,  king  of  Moab,  of  the  rebellion  of  his  people  against  Jehoram, 
king  of  Israel,  some  time  between  896  and  884  b.c.  As  was  the  case 
with  conflicting  communiques  from  the  opposing  forces  in  the  late 
war,  the  story  of  the  rebellion  as  told  by  Mesha  differs  considerably 
from  the  account  of  it  in  the  second  Book  of  Kings  in  the  Old 
Testament.  Of  more  immediate  interest  to  us,  however,  is  the  fact 
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that  the  letters  of  the  inscription  show  recognizable  resemblances  to 
those  of  our  own  alphabet.  Below  are  shown  the  letters  of  the 
Moabite  stone  (but  reversed,  to  face  rightward,  in  the  direction  in 
which  we  read),  with  our  modern  equivalents  under  them. 

There  is  still  much  controversy  as  to  the  date  when  the  Phoe¬ 
nician  alphabet  found  its  way  into  Greece.  Rhys  Carpenter  had  no 
sooner  made  it  clear,  by  an  excellent  line  of  observation  and  reason¬ 
ing  in  an  article  published  in  1933,  that  the  Greeks  could  not  have 
received  the  alphabet  much  earlier  than  700  b.c.,  than  Mrs.  Agnes 
Newhall  Stillwell  showed,  by  an  inscription  on  a  vase  fragment 
found  at  Corinth,  that  “by  the  period  775-750  b.c.  writing  must 
have  already  become  a  permanent  feature  of  Greek  civilization.” 

A  BCD  EFZ  HTh  I  KLMNSOPTsQR  ShT 

THE  ALPHABET  OF  THE  MOABITE  STONE. 

(Reversed,  so  as  to  read  from  left  to  right.) 

Carpenter  then  pointed  out  that  the  evidence  of  this  vase  fragment 
was  inconclusive  by  itself.  If  we  were  to  “split  the  difference”  and 
say  that  alphabetic  writing  was  probably  introduced  into  the  Greek 
world  between  800  and  700  b.c.,  we  should  be  reasonably  safe — at 
any  rate  until  some  inscriptions  come  to  light  which  are  much  more 
archaic  than  any  yet  found. 

It  would  seem  that  the  Phoenicians,  in  their  active  commercial 
exploitation  of  the  Mediterranean  region,  were  in  contact  with  the 
Greek-speaking  peoples,  particularly  in  Asia  Minor  and  the  islands 
of  the  eastern  Mediterranean,  for  an  indefinitely  long  time,  and 
that  it  was  possibly  in  Rhodes  or  in  Cyprus  that  their  alphabet  was 
first  adapted  so  that  it  might  be  used  efficiently  for  writing  the 
Greek  language.  The  Phoenicians  had  colonies,  or  trading  posts,  in 
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Melos,  Rhodes,  and  other  Aegean  islands  as  early  as  the  thirteenth 
century  b.c,  and  somewhat  later  at  Thasos,  Samothrace,  Corinth, 
and  other  points.  Writing  first  took  root  in  some  of  the  islands. 

Herodotus,  the  first  Greek  historian,  tells 
of  the  coming  of  Cadmus,  the  legendary 
hero,  with  a  company  of  followers  whom 
he  brought  from  Phoenicia,  and  of  how 
Cadmus  first  stopped  at  Thera,  an  island 
in  the  Aegean  Sea,  and  later  settled  in 
Boeotia,  on  the  mainland,  where  he  in¬ 
troduced  the  art  of  writing  to  Greece. 

Cadmus  in  Greek  legend  has  been 
explained  as  the  personification  of  the 
forces  of  a  foreign  culture  which  pro¬ 
foundly  affected  ancient  Greek  life.  It 
may  be  significant  that  what  seems  to 
be  the  most  archaic  form  of  the  Greek 

alphabet  has  been  found  in  inscriptions 
from  the  island  of  Thera.  The  letters 
of  these  inscriptions  are  described  as 
being  almost  pure  Phoenician  and  in 
the  earliest  cases  are  written  leftward, 
as  the  Phoenicians  wrote.  The  Thera 
inscriptions  have  been  ascribed  to 
about  the  ninth  or  eighth  century  b.c. 
The  earliest  surviving  Phoenician  in¬ 
scriptions,  as  has  been  noted,  date 
from  about  the  same  period. 

But  even  with  the  alphabet  safely  on  Greek  soil  at  about  800 
b.c.,  we  find  difficulty  in  recognizing  our  familiar  letters  in  the 
characters  at  first  used  by  the  Greeks.  Here  are  shown  drawings  of 
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CORINTHIAN  VASE  INSCRIPTION, 
THOUGHT  TO  DATE  ABOUT  750  B.C. 
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some  very  early  inscriptions  from  Thera,  from  Attica,  and  from 
Corinth,  and  especially  a  few  lines  from  the  famous  inscription  in 
which  were  published,  about  650  b.c.,  some  of  the  laws  of  the 
ancient  Cretan  city  of  Gortyna.  From  a  casual  inspection  of  these 
specimens  it  would  seem  that  the  Greeks,  in  their  first  struggles  with 
alphabetic  writing,  were  somewhat  like  our  primary-school  children. 
They  apparently  felt  quite  at  liberty  to  write  as  they  pleased,  with 
the  characters  sideways,  hindside  before,  or  upside  down,  and  in  a 
delightful  variety  of  forms.  To  them,  it  would  seem,  a  letter  was  a 
letter,  no  matter  in  what  position  it  was  written  or  carved.  The 

V*A23M3W\eoiOA3eoq3®V313>IMO 
CS/WOhE/VC  POASKAM/WEAAE/VASA 
q3®VS  %•  OTOTA/A>ia>IEAATA>I23  AA>I3 
OAE  K  AMTATEPA/VMTOAOro  CE/VT 
2A/V\  AAAAOTAA\>IA>ieAeA>lt3AA  v.-TO  3 

LINES  FROM  THE  GORTYNA  INSCRIPTION,  ABOUT  650  B.C. 

Gortyna  inscription,  however,  is  a  striking  illustration  of  how  Greek 
genius,  even  at  a  very  early  date,  was  able  to  bring  order  into  con¬ 
fusion  and  create  proportion  and  beauty. 

But  Gortyna  was  a  shining  exception  for  its  time.  Elsewhere  for 
another  century  or  so  the  Greek  use  of  the  alphabet  was  quite  nota¬ 
bly  “free  style.”  The  creative  spirit  of  the  Greeks  was  at  work  in 
making  the  alphabet  over  to  suit  their  own  purposes.  They  intro¬ 
duced  two  important  innovations:  they  fixed  for  all  the  western 
world  the  convention  of  writing  from  left  to  right,  and  they  adapted 
some  of  the  Phoenician  letters  to  the  representation  of  vowel  sounds. 

Whether  writing  is  done  from  left  to  right  or  from  right  to  left 
is  more  or  less  a  matter  of  convention,  fixed  by  age-old  usage.  The 
Phoenicians  wrote  leftward.  The  first  experiment  of  the  Greeks  was 
in  writing  alternate  lines  in  opposite  directions.  In  the  Gortyna 
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inscription,  for  example,  the  first  line  shown  in  the  illustration  reads 
leftward,  the  second  rightward,  and  so  on  alternately.  This  forward- 
and-backward  method  of  writing  the  Greeks  called  boustrophedon, 
meaning  literally  “ox-turn-like,”  the  term  having  reference  to  the 
movement  of  the  animal  pulling  a  plow  up  one  furrow  and  down 
the  next.  In  boustrophedon  writing  the  letters  in  alternate  lines  are 
reversed  as  in  so-called  mirror  writing,  so  as  to  make  them  face  in 
the  direction  of  the  reading. 

The  earliest  Greeks  wrote  leftward,  boustrophedon,  and  right- 
ward,  but  finally  settled  upon  the  rightward  direction.  We  write  and 
read  from  left  to  right,  and  our  letters  face  the  way  they  do,  because 
the  Greeks  of  about  twenty-five  centuries  ago  decided  to  have  it  so. 
On  the  other  hand,  the  Semitic  alphabets,  such  as  Hebrew  and 
Arabic,  are  still  written  in  the  direction  preferred  by  their  Phoe¬ 
nician  ancestor — from  right  to  left. 

The  Phoenician  alphabet  as  first  introduced  into  Greece  was 
almost  purely  consonantal.  The  vowel  sounds,  unless  we  except  cer¬ 
tain  voiceless  breathings,  were  mostly  taken  for  granted.  It  was 
somewhat  as  if  our  writing  were  restricted  to  such  groups  of  con¬ 
sonants  as  bldg ,  mfgr,  and  the  like,  which  we  know  how  to  expand 
to  their  fullness  of  sounds  when  they  are  read.  This  method  of  writ¬ 
ing  only  the  consonants  was  more  or  less  suitable  to  the  character¬ 
istic  word  structure  of  the  Semitic  languages.  Classical  Hebrew  is 
still  written  and  printed  this  way.  To  simplify  matters  for  students 
or  learners,  the  proper  vowel  sounds  are  indicated  in  Hebrew  by 
means  of  a  system  of  diacritical  marks,  or  points,  written  or  printed 
under  or  over  the  consonants. 

But  the  ancient  Greeks  found  this  lack  of  vowel  signs  an  in¬ 
convenience  in  writing  their  language,  in  which  a  variety  of  vowel 
sounds  played  an  important  part  in  inflections.  At  a  very  early  date, 
therefore,  they  adapted  some  of  the  Phoenician  characters  for  ob- 
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scure  or  voiceless  breathings  to  represent  some  of  the  Greek  vowels. 
The  earliest  inscriptions  from  Thera  show  five  true  vowel  signs  in 
use.  Later  on,  the  Greeks  introduced  some  additional  characters  to 
represent  other  vowel  sounds,  and  also  cleverly  combined  vowel 
signs  in  pairs  to  form  diphthongs  such  as  ai,  ei,  oi,  ou,  and  so  on. 

The  Greeks  likewise  created,  or  derived  from  non-Phoenician 
sources,  a  few  characters  to  represent  certain  consonantal  sounds 
peculiar  to  their  language,  such  as  \s,  ps,  ph,  and  ch.  But  the  addi¬ 
tion  of  the  vowel  signs  was  the  outstanding  contribution  of  Greek 
genius  to  the  alphabet  as  we  know  it.- 

In  different  parts  of  ancient  Greece  the  alphabet  developed 
along  somewhat  different  lines.  For  the  Greeks,  although  of  one 
race  and  speaking  different  dialects  of  the  same  language,  were  far 
from  being  a  unit  politically  or  culturally.  They  were  divided  into 
a  number  of  groups,  each  of  small  geographical  extent,  but  with 
marked  individualities — so  marked,  in  fact,  that  the  different  groups 
found  it  hard  to  get  along  with  one  another.  It  is  not  surprising, 
therefore,  that  no  uniform  use  of  the  alphabet  was  established 
among  them  until  a  relatively  late  date.  Almost  every  Greek  state 
had  its  own  alphabet,  at  least  ten  of  which  can  be  distinguished  by 
the  shapes  or  functions  of  the  letters. 

But  disregarding  many  local  variations,  we  can  distinguish  two 
main  lines  of  evolution  in  the  alphabet  as  the  Greeks  used  it.  These 
resulted  in  what  may  be  called  the  eastern  alphabet  and  the  western 
alphabet.  The  eastern,  the  earlier  of  the  two,  came  to  be  the  alphabet 
of  the  Ionian  branch  of  the  Greek  race,  at  first  on  the  islands  of  the 
Aegean  Sea  and  in  the  many  Greek  cities  on  the  coast  of  Asia 
Minor,  later  reaching  the  Greek  mainland.  It  became  the  alphabet 
of  ancient  Athens  after  the  Peloponnesian  War,  displacing  an  earlier 
Attic  form.  With  hardly  any  change  since  about  400  b.c.  it  has 
been  revived  as  the  alphabet  of  modern  Greece,  and  some  of  its 
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letters,  with  only  minor  changes,  have  found  their  way  into  the 
alphabets  of  Bulgaria,  Serbia,  Russia,  and  other  Slavic  nations. 

The  eastern  Greek  alphabet,  even  in  its  modern  form,  has  a 
number  of  characters  which  cannot  be  recognized  without  some 
study  as  having  anything  in  common  with  our  letters  for  the  same 
sounds,  although  they  actually  have  a  common  ancestry.  But  its  out¬ 
standing  characteristic,  from  the  point  of  view  of  the  history  of  the 
alphabet,  is  its  use  of  two  letters,  identical  in  form  and  origin  with 
letters  of  our  alphabet,  but  having  entirely  different  functions.  These 
are  H  and  X.  The  form  of  H  was  derived  from  the  Semitic  letter 
cheth,  a  heavily  aspirated  breathing.  In  the  earliest  Greek  inscrip¬ 
tions  H  was  used  for  an  aspirate,  but  in  early  times  the  Ionian  divi¬ 
sion  of  the  race  settled  upon  the  use  of  H  as  a  vowel,  with  a  value 
something  like  that  of  a  in  “cane”  or  of  e  in  “they.”  The  X  was  an 
added  character,  not  in  the  Phoenician  alphabet,  which  the  eastern 
Greeks  used  for  a  sound  like  that  of  ch  in  the  Scotch  word  “loch.” 

The  western  Greek  alphabet  is  of  importance  to  us  because  it 
passed  into  Italy  and  there  became  the  ancestor  of  the  alphabet 
that  we  use.  Most  of  its  characters  were  the  same  as  those  of  the 
eastern  alphabet,  although  some  of  the  letters  had  quite  decidedly 
changed  their  shape  and  posture.  But  the  outstanding  difference  was 
in  the  functions  of  H  and  X.  In  the  west  the  letter  H  was  used  in 
its  original  value  of  a  strong  aspirate,  and  X  was  used  for  the  sound 
of  \s — just  as  we  use  those  letters  today.  For  the  long  vowel  that 
the  eastern  alphabet  represented  with  H,  the  western  used  the  diph¬ 
thong  ei  and  for  the  sound  of  ch  it  used  the  letter  which  the  eastern 
Greeks  used  for  ps. 

Among  the  Ionians  the  characters  for  F  and  Q  were  dropped 
quite  early,  as  the  sounds  they  represented  disappeared  in  speech.  In 
the  west  they  were  retained  long  enough  to  be  transported  to  Italy, 
although  they  were  later  dropped  by  the  western  Greeks  also. 
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We  have  traced  our  alphabet  back  to  its  beginnings  in  the  desert 
of  Sinai  (if  that  was  indeed  its  place  of  origin)  and  have  seen  it 
planted  and  taking  firm  root  in  ancient  Greece.  Before  we  go  on 
to  its  later  history  in  western  Europe,  we  may  digress  long  enough 
to  notice  quite  briefly  some  of  its  distant  relatives  of  the  same  an¬ 
cestry.  For  the  Phoenician  alphabet  spread  not  only  westward 
through  the  islands  to  Greece.  It  also  grew  prolifically  eastward. 

Before  the  Babylonian  Captivity  the  Jewish  people  used  the 
Phoenician  alphabet  in  its  pure  form,  as  is  attested  by  Hebrew  in¬ 
scriptions  and  coins.  Towards  the  end  of  the  seventh  century  b.c. 
an  offshoot  of  the  Phoenician  alphabet  began  to  come  to  the  fore 
in  the  Aramaean  alphabet  of  ancient  Syria.  As  the  commercial 
supremacy  of  Phoenicia  fell  before  the  onslaughts  of  the  Baby¬ 
lonians,  ending  with  the  destruction  of  Tyre  by  Nebuchadrezzar, 
the  Aramaean  alphabet  spread  in  influence.  It  was  used  by  the  Jews 
during  their  captivity  by  the  waters  of  Babylon,  and  also  by  the 
civilian  population  of  Assyria  and  Babylonia,  becoming  a  powerful 
competitor  of  the  ancient  cuneiform. 

After  the  Captivity  the  Jews  brought  the  Aramaean  alphabet 
with  them  to  Jerusalem,  where  it  developed  into  the  old  Hebrew 
script  of  the  second  and  first  centuries  b.c.  From  this,  but  many 
centuries  later,  there  came  the  “square”  Hebrew  which  is  commonly 
in  use  today.  The  Yiddish  alphabet  is  a  modification  of  the  Hebrew. 

In  another  direction  the  Aramaean  alphabet  spread  through 
Syria  where,  through  a  long  series  of  changes,  it  became  the  Syriac 
of  the  early  Christian  centuries  and  eventually  appeared,  quite  un¬ 
recognizable,  in  the  swinging  curves  of  the  modern  Arabic.  A  curi¬ 
ous  side  issue  of  the  ancient  Aramaean,  while  it  was  still  quite  close 
to  the  Phoenician,  was  the  Samaritan,  which  seems  to  have  adhered 
to  the  Phoenician  tradition  while  the  Aramaean  was  being  trans¬ 
formed  in  Babylonia. 


Ill 


The  Alphabet  in  Western  Europe 


LL  authorities  agree  that  the  alphabet  adopted  by  the  ancient 
peoples  inhabiting  the  Italian  peninsula  was  of  Greek 
origin.  But  as  to  how  it  got  to  Italy,  when  it  was  intro¬ 
duced,  and  from  what  source  it  came,  there  are  almost  as  many 
differing  opinions  as  there  are  students  of  the  subject.  Nor  is  there 
convincing  agreement  as  to  which  of  the  peoples  then  dwelling  in 
Italy  was  the  first  to  receive  and  use  it.  Was  it  the  Pelasgians,  that 
almost  mythical  aboriginal  race  in  Italy  as  well  as  in  Greece?  These 
people  were  prehistoric  even  to  the  ancients,  who  wondered  at  the 
walls  of  massive  masonry  which  an  unknown  race  had  left  behind 
them.  Very  few  specimens  of  writing  have  been  found  among 
Pelasgian  remains  in  Italy,  and  some  scholars  have  speculated  on 
the  possibility  that  the  alphabet  was  transmitted  from  Greece  to 
Italy  in  the  movements  of  trade  and  migration  within  this  race. 

But  what  little  the  Pelasgians  (whoever  they  were)  knew  about 
the  alphabet  they  most  probably  acquired  from  the  Etruscans,  who 
eventually  expelled  or  absorbed  the  aborigines.  The  Etruscans,  a 
race  whose  origin  is  still  one  of  the  most  baffling  problems  of  his¬ 
tory,  are  said  by  some  ancient  writers  to  have  migrated  to  Italy  from 
Lydia  in  Asia  Minor.  Whatever  their  origins,  they  settled  on  the 
west  coast  of  Italy,  probably  about  the  twelfth  or  eleventh  century 
b.c.  The  Tyrrhenian  Sea,  between  Italy  and  Sardinia,  still  bears 
the  ancient  Greek  name  ( Tyrrhenoi )  of  that  mysterious  race,  as 
Tuscany  (Italian  Toscana )  still  reminds  us  of  the  Latin  name 
( Etrusci )  for  the  same  people. 
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The  Etruscans  used  the  alphabet  at  a  very  early  date.  Innumer¬ 
able  objects  found  in  their  tombs  and  burial  places  bear  inscriptions 
in  letters  almost  identical  in  form  with  those  of  archaic  Greek 
alphabets.  But,  except  for  the  names  of  divinities  and  some  proper 
names,  the  inscriptions  cannot  be  read,  as  the  Etruscan  language 
remains  unknown. 

It  has  long  been  quite  generally  assumed  that  the  Etruscans  re¬ 
ceived  the  alphabet  from  Greek  colonists  who  settled  at  Cumae,  not 
far  from  the  later  settlement  at  Naples,  some  time  about  the  middle 
of  the  eighth  century  b.c.  These  colonists  came  from  Chalcis  and 
brought  with  them  their  alphabet,  one  of  the  variants  of  the  western 
group  of  Greek  alphabets.  During  the  period  of  active  colonization, 
in  which  the  Greeks  succeeded  the  Phoenicians  in  the  exploitation 
of  the  Mediterranean  region,  the  Chalcidians  assumed  the  leader¬ 
ship  in  the  Greek  penetration  of  Italy,  and  consequently  the  western 
form  of  the  Greek  letters  predominates  in  the  early  Italic  alphabets. 
It  did  not  seem  unreasonable  to  suppose  that  the  Etruscans,  who 
must  have  come  very  soon  into  contact  with  the  newcomers  at 
Cumae,  acquired  the  alphabet  from  the  Chalcidian  Greeks. 

But  a  little  object  found  in  one  of  the  Etruscan  tombs  has  made 
it  doubtful  that  Cumae  was  the  sole,  or  even  the  principal,  source  of 
the  Etruscan  alphabet.  That  object  is  an  ivory  writing  tablet,  about 
3%  by  2  inches  in  size,  with  a  raised  border.  The  sunken  part  of 
the  tablet  once  contained  a  thin  coating  of  wax  in  which  the  written 
letters  were  traced  with  a  sharp-pointed  stylus.  Interesting  enough 
merely  as  an  ancient  writing  tablet,  this  little  piece  of  ivory  imme¬ 
diately  became  one  of  the  rare  archaeological  discoveries  of  incal¬ 
culable  importance  when  it  was  found  that  it  had  a  complete 
alphabet  of  twenty-five  letters  carefully  incised  in  the  ivory  of  its 
raised  upper  border.  Once,  no  doubt,  the  “copybook”  of  some  Etrus¬ 
can  youngster,  it  has  survived  to  give  instruction  to  learned  men.  For 
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the  alphabet  it  carries,  while  of  an  archaic  Greek  form,  is  not  Chal- 
cidian,  nor  even  of  the  characteristically  western  form  of  the  Greek. 

The  tomb  in  which  this  tablet  was  foimd,  at  Marsiliana,  in  die 
valley  of  the  Albegna  River,  has  been  determined  to  be  of  die  second 
half  of  die  eighth  or  die  beginning  of  die  seventh  centurv  b.c. 
Other  objects  found  widi  it  are  described  as  not  at  all  Greek  in 
type,  but  showing  die  influences  of  an  oriental  art.  The  tablet  itself 
was  undoubtedly  imported,  ivorv  not  being  a  product  native  to 
Italy,  but  die  alphabet  was  probably  engraved  on  it  after  it  had 
been  brought  to  Etruria.  The  fact  diat  anv  Etruscan  would  be  in- 
terested  in  acquiring  an  imported  writing  tablet  seems  to  indicate 

ETRUSCAN  ALPHABET  OF  THE  MARSILIANA  TABLET,  ABOUT  WX)  B.C, 

{Re cut  / eftu  \irds. ) 


that  writing  was  already  well  established  in  diat  region  at  a  tune 

O  J  C? 

when  die  Greek  colony  at  Cumae  eidier  did  not  vet  exist,  or  before 

J  J 

it  could  have  exercised  much  if  anv  cultural  influence  in  Etruria. 

The  Marsiliana  alphabet  was  written  from  right  to  left.  .An 
outstanding  peculiarity  of  it,  and  of  odier  Etruscan  alphabets  of 
later  date,  was  its  retendon  of  a  letter  which  all  die  Greek  alphabets 
had  long  since  dropped.  In  the  reproduction  shown  herewith  it  is 
the  eighteenth  letter  counting  from  the  right,  closely  resembling 
our  M.  It  is  die  Phoenician  tsadc,  representing  die  sound  of  :$.  The 
fifteenth  letter  represents  \s,  while  the  Etruscan  X  represents  ck. 
The  Chalcidians  at  Cumae  had  no  tsade  and  used  an  entirely  differ¬ 
ent  letter  for  ch . 

The  evidence  seems  to  exclude  a  Cumaean  origin  for  the  earliest 
alphabet  used  in  Italy.  The  fact  remains  that  die  letters  are  Greek, 
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but  they  are  Greek  of  a  kind  which  has  not  yet  been  satisfactorily 
identified  elsewhere. 

The  archaic  form  of  the  Etruscan  alphabet  remained  in  use 
until  about  the  beginning  of  the  fifth  century  b.c.  Thereafter  it  was 
modified  somewhat,  doubtless  to  make  it  conform  more  closely  to 
the  pronunciation  of  the  Etruscan  language.  But  it  was  in  its  earliest 
form  that  it  was  transmitted  to  the  Etruscans’  neighbors  on  the 
south — the  Latini.  Very  early  Latin  tradition  fixed  the  year  753  b.c. 
as  the  date  of  the  founding  of  their  principal  city,  Roma,  on  the 
Tiber.  But  it  seems  more  likely  that  this  was  the  traditional  date  of 
the  Latin  declaration  of  independence  from  Etruscan  domination. 
Typical  of  the  legends  of  Rome’s  infancy  is  the  story  of  Horatius  at 
the  bridge,  barring  the  way  of  the  Etruscans  led  by  Lars  Porsena 
of  Clusium,  whose  purpose  was  to  destroy  the  upstart  on  the 
Tiber  which  had  expelled  its  hated  Etruscan  kings. 

Although  Roman  culture  from  the  very  beginning  was  deeply 
rooted  in  Etruscan  institutions,  relations  between  the  two  races, 
while  often  peaceful,  were  never  wholly  cordial.  Their  rivalry  for 
the  control  of  Italy  continued  for  nearly  five  hundred  years  from  the 
legendary  date  of  the  founding  of  Rome,  until  in  281  b.c.  the  power 
of  the  Etruscans  was  finally  destroyed  and  their  country  absorbed  in 
the  growing  Roman  domain. 

But  in  spite  of  stubborn  incompatibilities,  the  early  Romans 
learned  their  letters  from  their  Etruscan  neighbors,  just  as  they  took 
their  religion,  their  early  laws,  their  architecture,  and  other  funda¬ 
mentals  of  civilization  from  the  same  source.  Just  how  and  when  the 
intellectual  contagion  of  writing  first  spread  among  the  Latins  we 
do  not  know.  The  earliest  surviving  specimen  of  writing  in  Latin 
has  been  dated  at  about  600  b.c.,  when  Etruria  was  still  the  domi¬ 
nant  power  in  central  Italy.  This  writing  is  incised  on  a  gold  fibula, 
or  brooch,  discovered  at  Praeneste  (modern  Palestrina),  not  far 
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from  Rome.  Written  in  the  archaic  manner  from  right  to  left,  it 
reads  manios  med  vhevhaked  numasioi,  which  means  “Manius 
made  me  for  Numasius.”  The  four  words  of  this  inscription  present 
not  only  the  oldest  known  form  of  the  Roman  alphabet,  but  also 
some  peculiarities  of  the  archaic  Latin  language.  Those  who  remem¬ 
ber  their  Latin  may  compare  vhevha\ed  with  its  later  equivalent 
fecit .  In  the  alphabet  of  this  inscription,  F  still  represented  the  softer 
sound  of  V.  The  spelling  with  VH  was  doubtless  an  expedient  to 
represent  the  /  sound.  Other  Roman  inscriptions  of  very  remote 
date  show  other  equally  interesting  peculiarities  both  of  the  alphabet 
and  of  the  language. 


THE  PRAENESTINE  FIBULA  OF  ABOUT  600  B.C. 


It  was  two  hundred  years  or  so  from  the  date  of  the  Praenestine 
fibula  before  the  Romans  had  reduced  their  alphabet  to  very  nearly 
the  form  in  which  we  now  know  it  in  our  capital  letters.  Changes 
caused  it  gradually  to  differ  from  the  Greek  alphabets  of  corre¬ 
sponding  periods,  not  only  in  the  shapes  of  the  letters,  but  in  the 
letters  which  were  used.  The  Romans  for  some  reason  discarded  the 
letter  K  except  in  the  spelling  of  two  or  three  words;  thus  \alendae, 
“the  calends,”  in  Roman  dates,  continued  to  be  written  with  K.  But 
elsewhere  in  place  of  K  they  used  the  letter  C,  the  rounded  form  of 
the  gallows-shaped  gamma  of  the  Greek  alphabet  which  had  the 
value  of  G.  For  a  time  the  Romans  made  no  distinction  between  the 
sounds  of  G  and  C,  using  the  same  letter  for  both. 
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On  the  other  hand,  the  Romans  kept  the  ancient  letter  F  (called 
by  the  Greeks  digamma,  or  double  gamma)  which  the  Greek  alpha¬ 
bets  had  dropped  in  very  early  times.  It  represented  a  v  sound  which 
early  disappeared  from  Greek  pronunciation,  but  the  Romans,  after 
experimenting  by  strengthening  it  with  H,  finally  conferred  upon  F 
by  itself  the  value  which  it  has  today. 

The  letter  Z,  seventh  in  the  ancient  Greek  alphabet,  stood  for  a 
sound  which  did  not  occur  in  the  pronunciation  of  Latin.  It  was 
therefore  dropped  entirely,  but  in  its  place  was  substituted  a  new 
letter,  G,  which  the  Romans  made  by  putting  a  little  “beard”  on 
the  letter  C.  The  earliest  known  appearance  of  G  as  distinct  from 
C  was  in  the  epitaph,  carved  in  stone,  of  that  famous  old  Roman, 
Cornelius  Lucius  Scipio  Barbatus,  about  250  b.c.,  but  the  new  letter 
was  doubtless  in  use  for  some  time  before  that  date. 

As  in  the  western  Greek  alphabets  generally,  and  in  the  Etrus¬ 
can,  H  was  used  by  the  Romans  for  an  aspirate.  In  the  eastern  Greek 
world,  as  we  have  seen,  H  represented  a  vowel  sound,  as  it  still  does 
in  modern  Greek.  The  next  letter  in  the  Greek  alphabet,  theta, 
representing  the  sound  of  th,  was  useless  in  writing  Latin,  so  it  was 
discarded  almost  at  the  very  beginning.  Centuries  later,  when  Greek 
names  and  words  began  to  find  their  way  into  Latin  speech,  the 
Romans  did  not  restore  the  Greek  letter  theta,  but  used  the  combina¬ 
tion  TH  for  its  sound,  as  we  still  do  today. 

The  Greek  letter  xi,  for  the  sound  of  \s,  which  came  after  N  in 
the  Greek  and  Etruscan  alphabets,  was  dropped  by  the  Romans.  For 
\s  they  used  the  non-Phoenician  letter  X.  Its  place  well  towards  the 
end  of  all  the  archaic  alphabets  still  bears  witness  to  the  fact  that  it 
was  not  one  of  the  letters  which  the  Greeks  originally  received  from 
the  Phoenicians  but  an  addition  of  Greek  creation.  When  the 
Romans  later  found  it  necessary  to  write  the  sound  that  the  eastern 
Greeks  represented  by  X,  they  used  the  combination  CH,  which  has 
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become  fixed  in  the  usage  of  many  languages  using  the  Roman 
alphabet  today. 

Another  letter,  Q,  fell  entirely  out  of  use  among  the  Greeks  and 
was  later  dropped  by  the  Etruscans  also.  But  it  proved  indispensable 
to  the  Romans,  although,  curiously  enough,  they  very  soon  thought 
it  necessary  to  add  another  letter  to  it  to  aid  its  pronunciation.  Thus 
Q  has  become  a  letter  which,  in  the  European  languages  at  least, 
never  stands  alone.  There  is  no  reason  why  Q  should  not  be  under¬ 
stood  as  having  a  definite  value  by  itself  so  that  we  might  write 
qcen,  qic\y  qote ,  instead  of  queen ,  quic\,  quote ,  and  so  on.  But  the 
ancient  Romans  established  the  usage  of  always  writing  QV,  and  we 
have  never  broken  from  that  tradition. 

The  letter  V  was  used  by  the  Romans  both  as  a  vowel  and  as  a 
semivowel.  As  a  vowel  it  represented  the  sound  usually  expressed 
in  English  by  doubling  the  letter  O,  as  in  tool .  As  a  semivowel  it 
was  used  as  we  use  W.  In  later  Roman  times  V  tended  to  become 
rounded  at  the  bottom  until  it  took  the  shape  of  U,  and  then  V 
was  sometimes  used  for  the  semivowel  and  U  for  the  vowel.  But 
not  until  quite  late  in  the  history  of  the  Roman  alphabet  was  V  ever 
used  for  the  sound  originally  represented  by  F,  which  V  now  has 
in  the  English  word  save . 

The  letter  V  was  derived  from  the  Greek  letter  upsilon  (T), 
one  of  the  non-Phoenician  letters  added  to  represent  a  Greek  vowel 
sound  which  seems  to  have  been  something  like  the  u  in  French  or 
the  u  in  German.  In  later  times,  when  Greek  culture  was  penetrat¬ 
ing  the  Roman  world,  another  letter  was  needed  to  represent  in 
Latin  the  peculiar  sound  of  upsilon  in  Greek  words  and  names.  So 
the  Greek  T  was  again  taken  into  the  Roman  alphabet,  in  the  form 
Y.  The  Romans  used  Y  only  as  a  vowel,  never  as  a  semivowel  as 
in  the  English  word  you. 

Under  the  same  Greek  influences  the  Romans  restored  the  letter 
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Z,  which  centuries  earlier  they  had  discarded  as  useless.  The  position 
of  Y  and  Z  at  the  end  of  our  alphabet  is  evidence  of  their  very  late 
adoption  by  the  Romans. 

Thus  the  Roman  alphabet  was  finally  completed  with  twenty- 
three  letters.  We  miss  our  J,  U,  and  W.  The  Romans  used  I  both  as 
a  vowel  and  as  a  semivowel.  As  a  semivowel  it  had  the  value  of  the 
English  Y  in  you .  The  Romans  never  knew  the  sound  of  the  English 
}  in  joy .  The  addition  of  the  curved  tail  to  I  to  distinguish  its  func¬ 
tion  as  a  semivowel  was  a  relatively  late  innovation.  To  the  ancient 
Romans,  also,  V  and  U  were  simply  different  forms  of  the  same 
letter;  only  in  very  late  Roman  times  was  U  specifically  detailed  to 
the  function  of  representing  the  vowel.  As 
to  W,  its  form  and  its  English  name 
“double-U”  show  that  it  was  “made  up” 
from  W  to  take  over  the  old  function  of 
V  as  that  letter  came  to  be  used  more  ex¬ 
clusively  for  the  fricative  sound  of  V  in  the 
English  words  very  or  ever . 

The  alphabet  as  the  ancient  Romans  used  it  in  monumental  in¬ 
scriptions  and  for  such  formal  purposes  as  the  writing  of  books  had 
only  one  form  for  each  letter  until  well  after  the  beginning  of  the 
Christian  era.  These  were  the  forms  which  we  now  recognize  in  our 
capital  letters.  True,  there  were  some  variations  in  the  way  those 
letters  were  made.  For  books  and  other  kinds  of  formal  writing 
there  eventually  developed  a  modification  known  as  the  “rustic” 
capitals.  But  they  were  still  capitals,  easily  identified  with  those  we 
still  use.  Our  “small”  letters  came  into  being  in  the  course  of  time, 
through  a  long  series  of  transitional  changes,  as  the  result  of  the 
scribes’  perfectly  natural  impulse  to  write  more  smoothly  and 
rapidly  than  could  be  done  with  the  conventional  forms  of  the  mon¬ 
umental  letters.  This  impulse  received  great  encouragement  from 


“rustic”  capitals,  from 
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the  increasing  use  of  the  smooth-surfaced  parchments  and  vellums 
in  place  of  papyrus,  and  it  was  constantly  abetted  by  the  cursive 
handwriting  of  the  time,  in  which  the  letters  were  adapted  for 
everyday  personal  and  business  purposes. 

The  early  Roman  man  of  affairs,  of  course,  did  not  carefully 
form  his  letters  one  by  one  in  copybook  style  when  he  wrote  his 
personal  letters  or  his  notes  of  business  transactions.  Instead,  he 
(or  his  clerk)  took  all  manner  of  short  cuts  in  shaping  the  letters 
so  as  to  write  them  rapidly.  The  practice  of  writing  on  the  waxed 
tablets  described  in  an  earlier  chapter  also  had  much  to  do  with  the 
way  the  letters  were  shaped.  The  result  was  a  cursive  style  of  writing 
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that  had  even  less  resemblance  to  the  original  shapes  of  the  letters 
than  our  ordinary  handwriting  has  to  the  printed  letters  in  our 
books  today. 

We  do  not  know  anything  about  the  appearance  of  Roman 
handwriting  in  its  earlier  phases.  Written  on  perishable  materials, 
it  has  all  completely  disappeared.  But  from  the  Egyptian  waste 
heaps  of  the  years  after  Egypt  became  a  Roman  province  and  from 
the  buried  cities  of  Pompeii  and  Herculaneum,  destroyed  in  a.d. 
79  by  the  ashes  and  lava  of  Vesuvius,  there  has  been  recovered  an 
abundance  of  documents  written  in  the  cursive  hand  of  the  Romans 
of  the  first  Christian  century.  Even  the  casual  scribblings  on  the 
walls  of  the  houses  of  Pompeii  have  been  instructive  in  this  connec¬ 
tion.  To  test  the  ingenuity  of  the  reader  in  identifying  the  letters,  we 
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here  show  one  of  these  graffiti ,  or  wall  scribblings.  It  quotes  two 
lines  from  the  works  of  Ovid,  a  popular  Roman  poet,  in  the  hand¬ 
writing  of  a  rather  well-educated  person.  The  lines  are 

SURDA  SIT  ORANTI  TUA  IANUA  LAXA  FERENTI 

AUDIAT  EXCLUSI  VERBA  RECEPTUS  [a]ma[ns] 

Two  marked  characteristics  of  this  Roman  cursive  handwriting 
were  influential  in  the  later  development  of  the  forms  of  our  letters. 
One  was  the  tendency  to  make  curves  of  straight  lines,  and  the  other 
was  the  conspicuous  ascenders  and  descenders — the  strokes  which 
extended  above  and  below  the  line  of  writing.  In  the  making  of 
books,  even  though  written  more  and  more  upon  vellum  instead  of 

II5I AIV  AQVf  5!OilUiVA\5.lAfitKO£il  AC061 

Miimmo^rtastim^cjuiiuioioax 

RUSTIC  CAPITALS,  FROM  AN  EARLY  MANUSCRIPT  OF  VIRGIL 
(" testaturque  deos  iterum  se  ad  proelia  cogi 
bis  iam  halos  hostis  haec  altera  foedera'.) 

papyrus,  literary  usage  was  notably  conservative,  and  the  traditional 
capitals  continued  to  be  used  in  the  manuscripts  of  books  until  the 
fifth  or  sixth  century.  But  there  were  also  innovators  among  the 
scribes,  and  little  by  little  changes  in  the  forms  of  the  letters  crept 
in.  Some  straight  lines  gave  way  to  curves,  and  distinguishing 
strokes  in  some  of  the  letters  were  extended  above  or  below  the  line 
of  writing. 

The  traditional  capitals,  which  scholars  of  a  later  age  have  named 
“majuscules,”  took  two  forms,  the  so-called  “square”  capitals,  which 
kept  rather  close  to  the  forms  of  the  letters  seen  in  monumental  in¬ 
scriptions,  and  the  somewhat  more  informal  “rustic”  capitals,  in 
which  the  letters  are  thinner  and  more  elongated.  But  by  the  fourth 
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century  the  modifying  influence  of  the  contemporary  cursive  scripts, 
together  with  other  influences,  had  become  so  marked  in  the  writing 
of  book  manuscripts  that  an  entirely  new  style  of  letter  could  be 
clearly  recognized.  This  is  now  known  as  the  “uncial,”  from  the 
Latin  word  unci  a,  “inch,”  because  of  the  exaggerated  size  in  which 
those  letters  were  sometimes  written. 

The  uncial  style  clearly  shows  the  beginnings  of  our  small  letters. 
In  the  letter  A,  the  right-hand  slanting  stroke  was  curved  to  the  left 
at  the  top,  while  the  left-hand  slanting  stroke  together  with  the 
crossbar  degenerated  into  a  narrow  loop  which  tended  in  time  to  be¬ 
come  rounder  until  the  result  was  “a.”  The  upper  loop  of  B  became 

fTCCPApOSTOlfiS 
Kb  ROCDAN  OS 

ROMAN  UNCIALS,  FROM  A  SEVENTH  CENTURY 

VELLUM  MANUSCRIPT. 

smaller  than  the  lower,  and  also  narrower  as  the  vertical  line  was 
gradually  extended  upward,  until  the  upper  loop  merged  with  the 
vertical  line  and  the  form  became  “b.”  In  the  cursive  writing  of  D, 
the  earliest  Roman  scripts  that  we  know  already  show  the  tendency 
to  make  the  vertical  line  curve  outward  to  the  left,  while  the  original 
curve  is  straightened  out  and  extended  upward,  at  first  with  a  pro¬ 
nounced  leftward  slant,  but  later  becoming  vertical,  as  in  “d.”  E 
was  rounded  into  something  like  e,  from  which  “e”  resulted.  The 
“beard”  of  G  grew  downward  and  finally  curled  up  under  what  had 
been  the  body  of  the  capital  letter,  so  that  progressively  the  form  “g” 
developed.  H  was  more  easily  written  by  suppressing  the  upper  half 
of  the  right-hand  vertical  stroke;  then,  with  a  rounding  of  the  cross¬ 
bar,  “h”  resulted.  L  grew  taller  while  the  horizontal  stroke  at  the 
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bottom  grew  shorter  so  that  it  became  more  and  more  like  “1.”  The 
straight  lines  of  M  and  N  were  easily  modified  into  curves  resem¬ 
bling  those  of  “m”  and  “n,”  although  N  kept  its  original  form  much 
longer  than  M.  The  vertical  stroke  of  P  grew  downward  to  make 
“p,”  and  the  “tail”  of  Q  was  carried  to  the  right  and  made  into  a 
straight  descender,  as  in  “q.”  As  far  as  the  uncial  style  is  concerned, 
R,  S,  and  T  changed  relatively  little.  V  had  almost  disappeared  in 
the  form  of  U. 

The  uncial  was  the  prevailing  style  until  the  eighth  or  ninth 
century,  particularly  in  the  writing  of  religious  or  ecclesiastical  man¬ 
uscripts.  The  older  capitals  were  reserved  for  the  making  of  fine 
copies  of  the  pagan  authors.  The  extraordinary  popularity  of  the 
works  of  the  poet  Virgil  had  much  to  do  with  the  persistence  of  the 
capitals  in  use  until  a  quite  late  date.  No  copy  of  the  Bible  and 
almost  no  Christian  works  have  been  found  written  in  capitals, 
and  on  the  other  hand  relatively  few  of  the  pagan  authors  have 
been  preserved  in  uncial  manuscripts. 

But  even  where  the  uncial  style  had  become  prevalent,  the  old 
majuscules  were  not  entirely  discarded,  but  were  relegated  to  special 
use  in  such  parts  of  the  manuscript  book  as  the  headings  (Latin 
capita ),  whence  their  present  name  “capitals.”  They  also  came  to  be 
used  now  and  then  as  the  initial  letters  of  chapters  and  sometimes  of 
paragraphs. 

The  four  or  five  centuries  during  which  the  uncial  style  de¬ 
veloped  saw  political  and  social  unrest  throughout  Europe.  In  the 
early  centuries  of  the  Christian  era  the  imperial  power  of  Rome  was 
slowly  but  steadily  disintegrating  while  the  power  of  the  church  was 
growing.  The  incursions  of  Germanic  tribes  from  the  north  in  the 
fifth  century  brought  the  centers  of  the  old  Roman  civilization  face 
to  face  with  readjustments  which  seriously  disrupted  the  estab¬ 
lished  order.  Italy  and  Rome  became  separated  from  the  provinces, 
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and  as  the  old  imperial  controls  weakened,  new  nationalities  began 
to  assert  themselves.  Old  traditions  died,  and  the  new  national  cus¬ 
toms  and  usages,  combined  with  the  influence  of  the  church,  pro¬ 
duced  changes  in  institutions,  just  as  the  national  vernaculars  broke 
down  the  prevailing  Latin  language  into  the  various  Romance,  or 
Romanic,  languages  which  survive  today,  or  in  some  parts  sup¬ 
planted  Latin  altogether.  In  those  troubled  times  the  industry  of 
book  publishing,  which  had  once  flourished  in  Rome  and  other  cen¬ 
ters,  came  to  an  end.  Learning,  including  the  writing  and  tran¬ 
scribing  of  such  books  as  remained  in  use,  took  refuge  with  the 
church,  in  monasteries,  cloisters,  and  other  religious  establishments, 
which  thus  became  the  sanctuaries  of  the  few  remaining  scholars. 

But  Latin,  however  debased,  was  still  the  language  of  law  and 
government,  and  of  the  church,  and  Roman  Italy  was  still  the  cen¬ 
ter  and  source  of  such  culture  as  survived,  as  well  as  of  all  ecclesi¬ 
astical  authority.  This  high  source  sanctioned  the  uncial  book-hand. 
Although  it  varied  somewhat  with  different  scribes  at  different 
places  and  times,  it  maintained  a  fairly  uniform  appearance 
throughout  the  duration  and  extent  of  its  vogue.  An  uncial  manu¬ 
script  of  the  seventh  century  is  strikingly  similar,  in  the  forms  of  its 
letters,  to  one  of  the  third. 

Long  before  the  uncial  style  finally  went  out  of  use,  its  successor 
was  developing,  just  as  the  uncials  themselves  developed  before  the 
majuscule  capitals  entirely  lost  their  vogue.  First  came  the  so-called 
half-uncials,  an  intermediate  step  on  the  way  to  the  “minuscules,” 
or  small  letters,  now  familiar  to  us.  The  earliest  examples  of  half¬ 
uncials  appear  in  the  form  of  notes  written  by  scholars  on  the  mar¬ 
gins  of  majuscule  or  uncial  manuscripts.  The  forms  of  the  letters 
in  these  marginal  notes  show  a  sort  of  informal  compromise  be¬ 
tween  the  bookish  uncials  and  the  cursive  script  of  the  time  and 
place.  These  forms  vary  considerably  in  different  places  and  with 
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different  scribes,  but  they  have  in  common  a  distinctly  cursive  char¬ 
acter  in  certain  letters. 

The  half-uncials  also  showed  the  beginning  of  a  tendency  to  run 
certain  combinations  of  letters  together  into  ligatures.  In  time,  these 
ligatures  multiplied  enormously,  and  in  many  of  them  the  original 
forms  of  their  letters  almost  entirely  disappeared.  One  of  these  liga¬ 
tures  which  has  survived  to  the  present  day  is  the  character  &,  in 
which  only  a  trained  imagination  can  still  see  the  letters  et.  A  few 
other  ligatures  have  survived  in  such  forms  as  ce,  <x,  ffi,  and  the  like. 

It  was  the  half-uncial  style  which  was  carried  into  Ireland  by 
Saint  Patrick  and  other  missionaries  in  the  fifth  century.  In  that 
far-off  land,  sequestered  and  secure  from  the  turmoils  of  the  Con- 


acJ  rll  cwc?rftr* 


HALF-UNCIALS,  FROM  A  MANUSCRIPT  OF  THE 
SEVENTH  CENTURY. 


tinent,  utterly  free  from  the  restraints  of  convention,  and  with  no 
other  national  script  of  their  own  to  conflict  with  it,  the  Irish  monks 
cherished  the  only  style  of  writing  that  they  knew  and  lavished  upon 
it  a  peculiar  genius.  The  result  was  a  startlingly  distinctive  script, 
which  was  also  one  of  the  most  beautiful  book-hands  ever  devel¬ 
oped.  This  Irish  half-uncial  shows  so  many  well-developed  transi¬ 
tions  to  the  minuscule  forms  of  the  letters  that  Ireland  may  claim 
with  much  justice  to  be  the  real  birthplace  of  the  minuscule  book- 
hand,  even  though  minuscule  letters  were  appearing  in  cursive 
scripts  a  full  century  earlier  in  other  places. 

The  pinnacle  of  Irish  calligraphy  was  reached  in  the  immortal 
Book  of  Kells,  containing  the  Gospels  in  Latin,  produced  in  Saint 
Columba’s  monastery  in  the  seventh  century.  It  has  justly  been 
called  the  most  beautiful  manuscript  book  in  the  world.  Certainly  in 
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the  unbelievably  delicate  tracery  of  its  lavish  ornamentation  it  is 
without  an  equal.  For  some  reason  it  was  never  completed,  much  of 
its  ornamentation  being  left  unfinished.  A  sudden  raid  of  the  savage 
Danes  may  have  caused  work  on  it  to  stop.  At  any  rate,  the  devoted 
solicitude  of  its  custodians  saved  it  from  destruction  when  the  Danes 
were  ravaging  both  Ireland  and  Anglo-Saxon  England,  and  also 
from  the  disasters  of  the  later  English  conquest  of  Ireland,  and  it 
is  now  preserved  in  the  library  of  Trinity  College,  Dublin.  Any 
lover  of  beautiful  books  who  has  not  already  made  its  acquaintance 
will  do  well  to  repair  to  the  nearest  library  which  has  a  reproduction 
of  it,  and  there  enjoy  at  leisure  its  endless  fascination. 


era  mroesquouiocm 
ipsi  posioeouwr- 

IRISH  HALF-UNCIALS,  FROM  THE  BOOK  OF 
KELLS. 

From  Ireland  in  time  went  monks  and  missionaries  to  England 
and  to  the  Continent.  Wherever  they  went  they  took  their  distinc¬ 
tive  script  with  them.  In  England,  the  Saxons  and  then  the  Danes 
had  almost  obliterated  all  traces  of  the  Roman  civilization  which 
had  once  flourished  there.  The  art  of  writing  was  revived  very 
largely  under  Irish  influences.  About  a.d.  700,  in  the  north  of 
England,  Eadfrith,  bishop  of  Lindisfarne,  produced  under  Irish 
tutorship  the  famous  Lindisfarne  Gospels,  the  finest  example  of 
Anglo-Saxon  manuscript  writing  of  the  period.  But  in  time  the 
Anglo-Saxons  modified  the  rounded  Irish  letters  into  angular  forms 
distinctively  their  own,  which,  however,  still  showed  many  evi¬ 
dences  of  their  parentage. 
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By  the  eighth  century  the  uncial  style  was  definitely  on  the  wane 
everywhere.  It  required  too  much  skill  and  care  for  an  age  in  which 
scribes  were  no  longer  trained  in  the  ancient  traditions  of  their  craft 
but  were  drawn  from  the  ranks  of  the  public  writers,  notaries, 
scriveners,  conveyancers,  and  others,  who  used  the  cursive  hand¬ 
writing.  Also,  the  uncial  style  required  space  in  which  to  display 
itself,  and  vellum  was  becoming  scarce  and  expensive  while  papyrus 
in  most  places  could  no  longer  be  procured.  It  was  an  age  of  palimp¬ 
sests — old  parchments  with  their  writing  carefully  erased  and  then 
rewritten.  The  much  more  facile  and  condensed  minuscule  style 
was  well  on  its  way  to  prevalence  in  the  eighth  and  ninth  centuries. 

But  with  the  victory  of  the  minuscule  there  came  a  steady  de¬ 
generation  of  the  art  of  writing  into  a  confusion  of  local  and  per- 

MINUSCULE  WRITING  OF  THE  BENEVENTAN  SCHOOL,  FROM  A  MANU¬ 
SCRIPT  OF  THE  ELEVENTH  CENTURY. 

sonal  peculiarities.  There  were  mixtures  of  uncials,  half-uncials, 
cursives,  and  imitations  of  various  kinds,  cluttered  with  an  ever 
increasing  multitude  of  ligatures  and  abbreviations  derived  from 
cursive  writing,  and  adulterated  even  with  a  number  of  shorthand 
signs  for  certain  words — arbitrary  symbols  which  had  nothing  to  do 
with  the  letters  of  the  alphabet.  Each  center  of  book  production  de¬ 
veloped  its  own  style  of  penmanship,  and  these  styles  became  so 
widely  different  that  a  scholar  from  one  locality  had  considerable 
difficulty  in  reading  even  a  familiar  text  written  by  a  scribe  in  an¬ 
other  center. 

At  the  close  of  the  eighth  century  Charlemagne  assumed  a  power 
in  Europe  that  made  some  pretense  to  the  universality  of  the  old 
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Roman  dominion.  He  gave  powerful  aid  to  the  cause  of  scholarship 
and  even  before  he  became  emperor  had  established  a  school  of  writ¬ 
ing  at  Tours.  Here  was  developed  the  so-called  Caroline  minuscule. 
This  style  of  writing  was  not  a  new  creation,  but  was  based  on  a 
careful  selection  from  other  styles.  It  consciously  sought  to  emu¬ 
late  the  legibility  and  beauty  of  the  old  manuscripts  which  were 
being  copied  under  Charlemagne’s  imperial  encouragement.  The 
Tours  school  did  away  with  hosts  of  unsightly  ligatures  and  also 
made  general  the  practice  of  leaving  a  space  between  words,  an  aid 
to  ease  in  reading  which  had  only  recendy  become  optional  with 
European  scribes. 

From  Tours  the  new  style  spread  with  extraordinary  rapidity 
throughout  Europe,  its  standards  set  in  a  large  number  of  manu¬ 
scripts  turned  out  at  Tours  by  scribes  who  assembled  there  from  all 
parts  of  the  European  world.  In  some  countries,  as  in  England,  the 
established  national  scripts  continued  to  be  used  for  books  written 
in  the  vernacular,  but  the  new  minuscule  style  was  everywhere 
adopted  for  manuscripts  written  in  Latin. 

The  Tours  school  effected  far-reaching  and  valuable  reforms, 
but  after  the  days  of  its  influence  had  passed,  local  and  national 
peculiarities  in  penmanship  once  more  reasserted  themselves,  so  that 
down  to  the  time  of  the  invention  of  printing  the  development  of 
writing  followed  several  different  lines.  An  increasing  tendency 
towards  angularity  in  the  formation  of  the  letters  resulted  in  the 
Gothic  style  of  the  twelfth  century.  In  the  course  of  this  develop¬ 
ment  writing  became  once  more  an  art  in  which  scribes  received 
professional  training.  Fine,  large  volumes  were  produced,  with  care¬ 
fully  exact  lettering,  and  ornamented  with  handsomely  illuminated 
initials  and  borders. 

In  the  Gothic  period  some  fairly  distinct  national  alphabets 
appeared.  In  England,  the  Netherlands,  and  most  of  France,  the 
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letters  tended  to  be  tall  and  narrow,  with  moderately  heavy  pen 
strokes.  Southern  France,  Italy,  and  Spain  still  inclined  towards 
rounded  letters.  The  Italian  Gothic  never  entirely  lost  the  good  fea¬ 
tures  of  its  Carolingian  predecessors.  Germany  developed  a  distinct 
style,  with  heavy  strokes,  increasing  angularity,  and  much  elabora¬ 
tion  of  the  letters,  especially  of  the  capitals.  The  Gothic  styles  also 
brought  back  many  of  the  old  abbreviations  and  fusions  of  letters, 
with  a  tendency  towards  compression  and  crowding. 

In  all  the  Gothic  book-hands  the  changes  in  the  forms  of  the 
capital  letters  were  particularly  striking.  The  old  majuscule  capitals 
were  abandoned  in  favor  of  those  made  on  the  uncial  pattern. 
Especially  in  Germany,  these  capitals  were  elaborated  in  a  most 
remarkable  way,  with  scrolled  serifs,  hairlines,  hooks,  and  other 
excrescences  of  ornamentation,  until  their  kinship  with  the  severely 
simple  ancient  Roman  capitals  was  quite  unrecognizable.  These 
highly  artificial  capitals,  and  the  Gothic  style  of  letters  generally, 
have  survived  in  the  printed  types  that  we  call  Old  English. 

The  Gothic  style,  in  its  turn,  began  to  degenerate  into  confusion 
and  artiness,  and  was  not  at  its  best  when  the  invention  of  printing 
put  a  stop  to  its  evolution.  Fortunately  for  those  of  us  who  prefer 
the  simplicity  of  our  roman  types  to  what  is  sometimes  called  “black 
letter,”  a  revulsion  against  the  Gothic  artificialities  set  in  at  the  be- 
ginning  of  the  Renaissance,  especially  in  Italy.  Stimulated  by  fresh 
contacts  with  the  classic  literature  of  ancient  Rome,  scholars  ex¬ 
pressed  abhorrence  of  later  barbarisms  by  applying  the  term  Gothic 
in  contempt  to  the  crudities  of  their  own  times,  so  far  from  the 
classical  beauties  that  the  invading  Goths  had  once  destroyed.  For 
manuscript  copies  of  the  Latin  classics  they  felt  that  a  purer,  simpler 
letter  form  was  more  suitable  than  the  elaborate  scripts  then  in  use. 
They  therefore  went  back  to  the  admirable  Caroline  minuscule  of 
five  or  six  hundred  years  before — influenced,  no  doubt,  by  the  clear 
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and  legible  penmanship  of  the  old  manuscripts  that  they  were  copy¬ 
ing,  and  also  by  the  fact  that  the  Caroline  script  was  supposed  to  be 
somehow  more  purely  Roman  than  the  scripts  later  developed  in  the 
provinces.  The  result  was  the  so-called  humanistic  book-hand  of  the 
early  fifteenth  century,  a  form  of  writing  which  has  a  remarkable 
resemblance  to  our  roman  letters  of  today.  A  later  chapter  will 
disclose  how  the  early  printers  seized  upon  this  style  of  writing  and 
fixed  it  lastingly  in  their  metal  types. 

The  metamorphoses  of  the  alphabet  from  the  austere  capitals 
of  ancient  Rome  to  the  forms  of  the  letters  we  now  read  have  re¬ 
sulted  in  giving  us  really  two  alphabets — our  small  letters  and  our 
capitals.  The  latter  are  letter  forms  which  are  now  detailed  to  special 
functions.  They  appear  in  headings,  as  the  initial  letters  of  proper 
names  and  of  the  first  words  in  sentences,  and  so  on.  A  book  printed 
entirely  in  capitals  would  be  quite  difficult  for  us  to  read,  so  accus¬ 
tomed  have  we  become  to  their  successors,  the  so-called  minuscules 
or  small  letters. 

In  preserving  a  really  archaic  form  of  letters  for  such  limited 
functions,  the  alphabets  that  developed  in  Europe  are  peculiar.  No 
other  alphabets  have  a  similar  specialized  kind  of  letters.  Attempts 
have  occasionally  been  made  in  printing  to  dispense  with  our  capi¬ 
tals,  but  there  is  no  indication  at  present  that  this  proposed  reform 
will  ever  become  universally  accepted  for  our  books  and  newspapers. 
So  for  some  time  to  come,  it  seems,  we  shall  continue  to  employ 
those  forms  of  our  letters  in  which  can  still  be  traced  some  re¬ 
semblance  to  their  Phoenician  prototypes  of  more  than  thirty  cen¬ 
turies  ago. 

In  a  history  of  the  book  we  are  really  not  concerned  with  cursive 
handwriting  except  in  so  far  as  we  have  briefly  noted  that  the  cursive 
hands  have  intruded,  from  time  to  time,  upon  the  penmanship  with 
which  books  were  written.  But  since  the  advent  of  printing,  the 
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book  forms  of  our  letters  have  become  quite  definitely  set  and  fixed, 
and  there  is  very  little  likelihood  of  any  such  marked  changes  in 
the  future  as  were  made  during  the  centuries  of  their  evolution 
under  the  hands  of  scribes.  So  far  as  the  letters  are  concerned,  a  book 
printed  by  Nicolas  Jenson  or  by  Aldus  Manutius  at  the  beginning 
of  the  sixteenth  century  is  as  easily  legible  to  our  eyes  as  a  book 
printed  yesterday.  In  four  hundred  years,  changes  in  the  forms  of 
printed  letters  of  the  roman  alphabet  have  been  only  in  minor  de¬ 
tails  of  proportion,  shading,  serifs,  and  the  like.  The  characteristic 
shapes  by  which  we  recognize  our  letters  have  been  very  little 
altered.  But  in  the  same  space  of  time,  handwriting  has  been 
changed  enormously;  only  an  expert  in  the  scripts  of  different 
periods  and  places  can  read,  say,  a  letter  written  in  the  days  of  Queen 
Elizabeth.  Although  we  can  merely  mention  the  fact  here,  our 
alphabet  as  we  use  it  in  handwriting  and  the  alphabet  as  we  see  it 
printed  have  developed  along  distinct  lines  of  evolution,  with  their 
two  routes  through  the  centuries  only  occasionally  uniting  with,  or 
crossing,  each  other. 

Although  they  are  in  no  sense  a  part  of  the  alphabet  which  has 
come  down  to  us  from  most  ancient  times,  our  Arabic  numerals  are 
now  an  indispensable  part  of  the  system  of  symbols  with  which  we 
write  and  print.  The  Moors  in  Spain  are  said  to  have  introduced 
!  these  numerals  into  Europe  in  the  eighth  century.  If  so,  they  did  not 
come  into  anything  like  general  use  for  five  hundred  years.  Before 
I  their  advent,  even  the  simplest  calculations  required  the  aid  of  the 
abacus,  and  arithmetical  notation  was  limited  by  the  cumbersome 
Roman  numerals  or  various  abbreviations  of  them. 

Even  after  Arabic  numerals  came  into  use  in  the  fourteenth  and 
i  fifteenth  centuries,  the  forms  of  most  of  them  were  so  different  from 
the  forms  with  which  we  are  familiar  that  we  would  scarcely  recog¬ 
nize  them  even  as  being  numerals.  Like  our  letters,  they  passed 
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SOME  STEPS  IN  THE  EVOLUTION  OF  THE 
ARABIC  FIGURES  2  AND  4. 


through  a  succession  of  changes  in  form,  strangely  modified  at  dif¬ 
ferent  places  and  at  different  periods  by  the  hands  of  copyists  or  in 
cursive  handwriting.  The  illustration  here  shows,  for  example,  how 

the  figure  2  came  to  be  written 

r  z  z  2  “upside  down”  if  compared  with 

its  original  form. 

Europe  took  a  long  time  to 
settle  finally  upon  what  the  forms 
of  the  numerals  should  be.  Fur¬ 
thermore,  it  also  took  the  Euro¬ 
peans  a  long,  long  time  to  learn  their  use — particularly  that  of  the 
zero  and  of  the  designation  of  tens,  hundreds,  thousands,  and  so  on, 
by  the  relative  location  of  the  figures.  It  seemed  impossible  for  the 
people  to  learn,  for  example,  how  3  was  to  be  understood  as  “three” 
in  the  units  place  and  as  “thirty”  in  a  combination  such  as  35.  So  we 
find  them  writing  “302”  for  32 — what  was  more  logical,  if  30  was 
“thirty”  and  2  was  “two”?  They  even  used  the  new  numerals  in 
combination  with  the  Roman  numerals  which  were  more  familiar 
to  them,  producing  such  strange  hybrids  as  “X3”  for  13,  “C25”  for 
125,  “M.CCC.35”  for  1335,  “M.CCCC.8.II”  for  1482,  and  the  like. 

Even  at  the  time  of  the  invention  of  printing  the  forms  of  the 
numerals  had  not  become  completely  standardized,  although  they 
were  then  very  close  to  their  present  shapes.  But  we  still  have  “old- 
style”  figures.  And  convention  still  sanctions  the  use  of  the  Roman 
numerals  for  dates  on  title  pages  and  in  monumental  inscriptions. 
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Paper  and  Its  Origins 


INDISPENSABLE  to  the  successful  development  of  printing 

was  the  availability  of  a  material  less  costly  and  more  easily 
.  worked  than  parchment  or  vellum.  It  is  true  that  some  of  the 
earliest  typographic  books  were  printed  on  vellum,  but  the  sub¬ 
stance  which  really  gave  printing  its  initial  impetus  was  paper. 

Paper  as  a  substitute  for  vellum  had  been  slowly  making  its 
way  into  favor  in  Europe  for  about  three  centuries  before  the  first 
metal  types  were  cast,  but  it  was  not  a  product  of  European  origin. 
On  the  contrary,  it  found  its  way  to  Europe,  through  a  long,  slow 
series  of  intermediate  steps,  from  the  land  which  was  the  most 
distant  of  all  lands  in  the  then  known  world.  For  paper  was  first 
made  and  used  in  China. 

The  year  a.d.  105  seems  to  be  established  with  approximate 
accuracy  as  the  date  of  the  invention  of  paper.  It  was  in  that  year 
that  the  new  process  was  first  reported  to  Emperor  Ho  Ti  by  Ts‘ai 
Lun,  to  whom  Chinese  tradition  gives  credit  for  the  invention.  It 
is  by  no  means  certain,  however,  whether  he  was  actually  the  in¬ 
ventor  or  merely  the  official  through  whom  an  important  discovery 
was  made  known.  A  record  of  the  event,  which  was  written  in  the 
fifth  century  by  Fan  Yeh  in  his  official  history  of  the  Han  Dynasty, 
runs  as  follows: 

“In  ancient  times  writing  was  generally  on  bamboo  or  on  pieces 
of  silk,  which  were  then  called  chih.  But  silk  being  expensive  and 
bamboo  heavy,  these  two  materials  were  not  convenient.  Then 
Ts‘  ai  Lun  thought  of  using  tree  bark,  hemp,  rags  and  fish  nets. 
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In  the  first  year  of  the  Yiian-hsing  period  [a.d.  105]  he  made  a 
report  to  the  emperor  on  the  process  of  papermaking  and  received 
high  praise  for  his  ability.  From  this  time  paper  has  been  in  use 
everywhere  and  is  called  the  ‘paper  of  Marquis  Ts‘ai.’  ” 

For  the  emperor  ennobled  Ts‘ai,  and  after  the  death  of  the 
marquis,  although  he  poisoned  himself  when  he  was  found  to  be 
implicated  in  a  palace  intrigue,  a  temple  was  erected  to  his  memory. 
And  even  to  this  day,  among  the  old-fashioned  Chinese  paper 
dealers,  the  apocryphal  portrait  of  Ts‘ai  Lun  is  sometimes  found 
with  incense  sticks  burning  before  it. 

This  tradition  of  the  invention  of  paper  received  amazingly 
clear  confirmation  from  discoveries  made  in  China  by  Sir  Aurel 
Stein  in  1907.  In  the  sealed  dustbin  of  a  watch  tower  on  an  outlying 
segment  of  the  Great  Wall,  near  Tun-huang  in  Chinese  Turkestan, 
this  explorer  made  a  rich  find  of  a  mass  of  documents  written  on 
wood  and  one  or  two  on  silk,  and  with  them  nine  letters  written 
on  paper  in  the  Sogdian  script.  None  of  these  letters  is  dated,  but 
as  the  Chinese  documents  found  with  them  all  belong  to  a  period 
of  not  later  than  a.d.  137,  it  seems  safe  to  say  that  the  paper  of  the 
letters  was  made  within  fifty  years  from  the  date  of  Ts‘ai  Lun’s 
official  announcement.  One  of  these  letters,  written  on  one  of  the 
oldest  pieces  of  paper  now  in  existence,  is  reproduced  in  the  plate 
facing  page  64,  from  the  original  in  the  British  Museum. 

Microscopic  examination  has  shown  this  ancient  specimen  to 
be  a  pure  rag  paper.  Other  specimens  of  paper  of  only  slightly  later 
date  have  been  discovered  by  other  explorers  at  various  points  in 
central  Asia,  usually  with  documents  written  on  wood  or  on  silk, 
showing  that  the  use  of  the  earlier  writing  materials  had  not  been 
entirely  supplanted.  By  the  fifth  century,  however,  the  use  of  paper 
had  become  universal  in  China. 

A  mere  recital  of  the  dates  of  the  earliest  known  occurrence 
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of  paper  at  different  points  tells  much  of  the  history  of  this  now 
universal  material  for  writing  and  printing  and  of  its  gradual  move¬ 
ment  westward.  After  its  origin  in  central  China  in  a.d.  105,  it  was 
in  use  at  Tun-huang  in  Chinese  Turkestan  by  a.d.  150;  also  in 
Chinese  Turkestan  but  farther  west,  at  Lou-lan,  in  a.d.  200  and  at 
Turfan  in  399;  at  Gilghit  in  Kashmir  in  the  sixth  century;  at 
Samarkand  in  751;  at  Bagdad  in  793;  in  Egypt  in  the  year  900 
or  perhaps  earlier;  at  Fez  in  Morocco  about  1100;  at  Jativa  (or 
Xativa),  Spain,  in  1150;  at  Fabriano,  Italy,  about  1270;  at  Nurem¬ 
berg,  Germany,  in  1390;  in  England  not  until  1494;  and  finally 
it  was  manufactured  for  the  first  time  on  the  American  continent  at 
Philadelphia  in  1690. 

How  graphic  a  story  even  this  brief  schedule  tells!  Chart  it  on 
a  map,  and  it  is  still  more  impressive.  Set  it  beside  the  outstanding 
dates  in  the  history  of  Europe  and  try  to  visualize  all  that  befell 
European  civilization  while  the  manufacture  and  use  of  paper  was 
so  slowly  spreading.  Long  before  paper  became  the  helpmate  of 
printing  in  Europe,  it  had  played  its  part  in  the  vast  movements  of 
races  in  Asia  and  in  the  minglings  and  interchanges  of  Oriental 
cultures  for  centuries. 

Powerful  forces  helped  the  spread  of  paper  and  also  prevented 
its  earlier  arrival  in  the  western  world.  Three  mighty  religions 
played  their  part  in  its  history  before  it  ever  reached  Europe.  The 
zeal  of  Buddhist  missionaries,  with  their  peculiar  enthusiasm  for  the 
endless  repetition  and  multiplication  of  their  sacred  texts,  seized  on 
paper  as  a  means  of  spreading  their  faith  throughout  China  and 
Japan.  The  Nestorian  Christians,  penetrating  central  Asia  in  the 
fifth  and  sixth  centuries,  must  have  known  of  it  and  used  it, 
although  none  of  their  documents  written  on  paper  have  survived. 
On  the  other  hand,  the  Mohammedans,  represented  by  the  all-con¬ 
quering  Arabs,  closed  to  Europe  the  ancient  trade  routes,  and  thus 
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diverted  the  spread  of  paper  into  the  Moslem  world  exclusively. 

Military  conquest  also  played  an  important  part  in  the  diffusion 
of  papermaking.  During  the  early  part  of  the  eighth  century  the 
Arabs,  aflame  with  zeal  to  conquer  the  world  for  Islam,  overran 
what  is  now  Russian  Turkestan  and  in  the  course  of  a  battle  there 
made  prisoners  of  some  Chinese  papermakers.  The  prisoners  taught 
their  craft  to  their  captors,  and  the  making  of  paper  was  thus  intro¬ 
duced  into  the  Mohammedan  world  at  Samarkand  in  a.d.  751 — 
the  first  step  on  its  momentous  travels  from  its  Chinese  birthplace 
into  Europe. 

Samarkand,  where  fine  crops  of  hemp  and  flax  were  grown,  was 
a  favorable  location  for  the  making  of  paper.  An  Arabian  writer 
of  the  eleventh  century  tells  us:  “Among  the  specialties  of  Sam¬ 
arkand  that  should  be  mentioned  is  paper.  It  has  replaced  the  rolls 
of  Egyptian  papyrus  and  the  parchment  which  was  formerly  used 
for  writing,  because  it  is  more  beautiful,  more  agreeable,  and  more 
convenient.  .  .  .  The  manufacture  grew  and  not  only  filled  the 
local  demand,  but  also  became  for  the  people  of  Samarkand  an  im¬ 
portant  article  of  commerce.  Thus  it  came  to  minister  to  the  needs 
and  well-being  of  mankind  in  all  the  countries  of  the  earth.”  But 
though  Samarkand  continued  to  be  a  papermaking  center  for  cen¬ 
turies,  the  craft  had  soon  spread  to  other  cities.  Harun-al-Rashid, 
the  well  known  caliph  of  the  Arabian  Nights,  brought  Chinese 
papermakers  to  Bagdad  in  a.d.  793,  and  soon  thereafter  the  craft 
reached  Damascus,  which  became  for  several  centuries  the  world’s 
principal  source  of  supply. 

Paper  was  still  a  mere  upstart  in  the  world  when  it  first  appeared 
in  Egypt  and  there  confronted  the  ages-old  papyrus,  whose  use  was 
already  on  the  decline.  By  a.d.  850  paper  was  displacing  it.  The 
older  material  was  becoming  outmoded ;  an  Egyptian  letter  written 
towards  the  end  of  the  ninth  century  closes  with  the  apologetic 
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words  “Pardon  the  papyrus.”  Paper  was  then  the  vogue  for  stylish 
correspondence,  and  by  the  year  950  papyrus  was  entirely  sup¬ 
planted — but  not  until  it  had  passed  on  to  its  successor  the  name 
by  which  it  is  still  known. 

The  rainless  climate  of  Egypt,  like  that  of  the  deserts  of  Turkes¬ 
tan,  is  favorable  to  the  preservation  of  paper.  Thousands  upon  thou¬ 
sands  of  paper  documents,  ranging  from  the  ninth  to  the  fourteenth 
century,  have  been  found  in  Egypt  and  have  contributed  richly  to 
our  knowledge  of  the  Moslem  civilization  of  those  centuries,  as  well 
as  to  the  history  of  paper  and  papermaking.  Egypt  was  peculiarly 
favorable  to  the  manufacture  of  paper.  For  thousands  of  years  it  had 
grown  flax  and  woven  linen,  and  it  had  abundance  of  the  raw 
material  for  making  paper.  Even  the  ancient  tombs  were  rifled  by 
the  roving  Bedouins  for  the  strips  of  linen  in  which  mummies  had 
been  wrapped,  and  this  stuff  went  into  the  making  of  a  coarse  stock 
used  for  wrapping  paper. 

Still  confined  in  its  range  to  the  Moslem  world,  papermaking 
slowly  moved  from  Egypt  across  northern  Africa  and  finally 
reached  Morocco  by  the  beginning  of  the  twelfth  century.  By  that 
time  this  substitute  for  parchment  was  not  entirely  unknown  in 
Europe,  though  it  was  not  yet  made  there,  and  not  much  of  it  seems 
to  have  been  imported  for  use.  Some  European  trade  in  paper  had 
begun,  however,  with  supplies  arriving  from  Damascus  through 
Constantinople  and  from  Africa  through  Sicily.  The  oldest  extant 
European  paper  document  is  a  deed  of  Count  Roger,  of  Sicily, 
written  in  Latin  and  Arabic  and  dated  1109. 

Papermaking  came  into  Europe  under  Mohammedan  auspices 
when  the  Moorish  rulers  of  the  old  kingdom  of  Valencia,  in  Spain, 
provided  for  the  erection  of  paper  mills  in  the  town  of  Jativa  about 
1150.  Even  after  the  conquest  of  the  region  by  the  kingdom  of  Ara¬ 
gon  nearly  a  century  later,  the  paper  industry,  though  still  con- 
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ducted  by  infidels,  received  royal  protection,  as  the  export  of  paper 
from  Jativa  had  grown  to  impressive  proportions. 

The  earliest  paper  mill  in  Christendom  was  probably  that  erected 
about  1270  at  Fabriano — an  Italian  city  which  is  still  one  of  the 
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world’s  most  important  centers  for  the  production  of  fine  handmade 
papers.  Through  improved  technique  the  Italian  papermakers  at 
Fabriano,  and  a  little  later  at  Bologna,  Padua,  Genoa,  and  other 
centers,  so  far  surpassed  the  product  of  the  Spanish  mills  that  in  the 
fourteenth  century  Italy  had  supplanted  Spain  and  even  Damascus 
as  the  source  of  Europe’s  supply. 
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For  some  time  France  and  Germany  were  satisfied  to  import 
such  paper  as  was  required  for  their  needs.  But  by  1348  we  find 
that  paper  was  being  made  in  the  Saint  Julien  region  near  Troyes, 
in  France;  and  at  about  1390  the  famous  Stromer  mill  was  in  opera¬ 
tion  at  Nuremberg,  Germany,  but  manned  byt  Italian  craftsmen. 
Flanders  is  said  to  have  had  a  paper  mill  at  Huy  about  1405,  but  no 
paper  was  made  in  England  until  the  end  of  the  fifteenth  century. 

Paper,  we  have  now  seen,  was  a  Chinese  monopoly  for  some 
six  hundred  years  and  then  passed  into  the  almost  exclusive  control 
of  the  Moslems  for  another  five  hundred  years.  After  its  introduc¬ 
tion  into  Europe  its  advance  in  favor  there  was  painfully  slow.  There 
were  several  impediments  to  the  general  acceptance  of  paper  in 
Europe.  In  the  first  place,  parchment  was  still  a  highly  satisfactory 
material  and  was,  indeed,  much  better  than  the  earliest  paper  made 
in  Europe.  In  the  second  place,  education  in  Europe  was  backward, 
and  there  were  relatively  few  who  could  read.  In  the  making  and 
use  of  books,  the  differences  between  European  civilization  and  that 
of  the  Arabs  of  the  eleventh  century,  for  example,  was  startling. 
The  library  of  the  caliph  at  Cairo  contained  some  150,000  books 
at  a  time  when  even  a  flourishing  European  monastery  was  notable 
if  it  had  copies  of  150  titles.  For  a  long  time  there  was  no  European 
demand  for  paper  such  as  an  active  book  publishing  industry  would 
have  created. 

Furthermore,  paper  at  first  lay  under  the  displeasure  of  the 
church  because  of  its  exclusively  Moslem  or  Jewish  origin.  And  it 
also  suffered  at  first  from  laws  which  forbade  its  use  for  public  docu¬ 
ments  and  important  written  instruments.  A  decree  of  Emperor 
Frederick  II  in  1221  declared  that  instruments  written  on  paper  had 
no  validity  in  law.  Hence  paper  long  had  the  status  of  a  very  poor 
relation  of  the  lordly  parchment  and  had  to  be  satisfied  with  lowly 
employment  for  unimportant  writings. 
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But  with  the  entrance  of  printing  upon  the  European  stage, 
paper  came  into  its  rich  inheritance  of  usefulness.  It  can  truly  be 
said  that  if  paper,  more  than  anything  else,  made  printing  successful, 
printing  reciprocated  by  making  the  use  of  paper  universal. 

What  were  the  methods  of  manufacturing  the  paper  used  in 
the  first  European  printed  books?  It  is  worthy  of  note  that  the 
methods  of  the  early  papermakers  differed  only  in  slight  details 
from  those  in  use  today  in  the  mills  that  turn  out  the  handmade 
papers  found  in  our  finest  books.  Like  the  crafts  of  the  weaver  and 
the  potter,  papermaking  has  changed  but  little  since  its  early  days. 
Its  essence  is  still  to  mix  disintegrated  vegetable  fibers  with  water 
and  then  to  spread  the  mixture  evenly  over  a  screen  or  mold 
through  which  the  water  drains  off,  leaving  a  film  of  matted  fibers 
which,  when  dried,  is  paper.  The  only  changes  of  method  have  been 
in  the  preparation  of  the  fibers  and  the  construction  of  the  molds. 

In  the  operations  of  the  old-time  papermakers,  linen  rags  were 
first  macerated  in  water,  and  the  resulting  pulp  was  put  into  a  tub 
or  vat.  The  mixture  was  kept  warm  whenever  possible,  and  a 
workman  constantly  stirred  it  with  a  pole  until  it  reached  a  satis¬ 
factory  consistency,  ready  for  the  next  step. 

The  mold  was  a  wire  screen  bordered  with  a  strengthening 
frame.  Another  removable  frame  placed  over  it^  and  known  as  the 
deckle,  determined  the  size  of  the  sheet  of  paper  to  be  made.  The 
mold  was  plunged  into  the  liquid  perpendicularly  and  then  turned 
to  a  horizontal  position.  It  is  possible  that  the  Oriental  papermakers 
may  have  poured  the  water-mixed  fibers  or  pulp  onto  the  molds, 
but  at  least  since  the  twelfth  century,  when  the  art  came  into  Spain, 
the  method  has  been  to  dip  the  mold  into  the  tub  of  pulp  and  bring 
to  the  surface  on  the  screen  the  desired  quantity  of  fiber. 

The  vatman,  on  lifting  his  mold  from  the  liquid,  then  shook 
the  pulp  that  lay  on  the  screen,  first  in  one  direction  and  then  in 
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another,  at  right  angles.  This  process  crossed  and  matted  the  fibers 
and  made  paper  as  strong  in  one  direction  as  in  the  other.  Inci¬ 
dentally,  papers  with  most  of  the  qualities  of  handmade  products 
are  being  manufactured  today  by  machine.  These  are  called  mold- 
made  papers. 

When  the  fibers  were  adequately  matted,  the  wooden  deckle 
which  limited  the  size  of  the  sheet  was  removed,  leaving  the  paper 
with  a  feathery  and  slightly  uneven  edge  which  has  come  to  be 
known  as  the  “deckle  edge”  or  even  as  the  “deckle.”  The  mold  was 
then  passed  to  a  second  workman  known  as  the  coucher,  while  the 
vatman  started  to  dip  another  sheet,  using  a  second  mold  but  the 
same  deckle.  After  the  proper  quantity  of  water  had  drained  from 
the  sheet,  the  coucher  turned  the  mold  face  down  on  a  piece  of 
wool  cloth  or  felting.  As  the  mold  was  lifted  again,  the  wet  sheet 
of  incipient  paper  adhered  to  the  fabric.  Another  felt  was  laid  on 
top  of  it,  ready  to  receive  the  next  sheet  from  the  vatman. 

These  operations  were  repeated  until  there  was  a  pile  of  sheets 
of  paper  separated  by  sheets  of  felt.  The  pile  was  then  put  into  a 
screw  press,  and  pressure  was  applied  to  expel  as  much  water  as 
possible.  After  the  pressing,  the  felts  were  removed  and  returned 
to  the  coucher  for  further  use,  while  the  pile  of  paper,  with  nothing 
now  between  the  sheets,  was  pressed  again.  The  sheets  were  then 
separated,  placed  in  different  order,  and  pressed  again.  The  oftener 
this  pressing  was  repeated,  the  smoother  the  finish  of  the  paper 
became.  This  finishing  was  a  refinement,  however,  and  many  of  the 
earliest  papers  show  no  evidence  of  any  further  treatment  after  the 
removal  of  the  sheets  from  the  felts. 

The  paper  was  next  dried  by  hanging  it  in  “spurs”  of  four  or 
five  sheets  together,  over  cowhair  or  horsehair  cords.  If  the  sheets 
had  been  hung  up  separately,  they  would  have  wrinkled  badly,  but 
in  groups  of  four  or  five  sheets  they  dried  fairly  flat. 
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A  final  process,  more  necessary  for  writing  papers  than  for  book 
papers,  was  the  sizing  of  the  sheets  by  clipping  them  into  a  glutinous 
liquid  or  “size”  and  then  pressing  and  drying  them.  Size  made  the 
paper  impervious  to  ink.  The  Chinese,  Arabian,  and  Spanish  papers 
were  sized  with  starch  or  some  kind  of  vegetable  glue.  The  thir¬ 
teenth-century  paper  mills  at 
Fabriano,  in  Italy,  achieved  their 
outstanding  success  in  part 
through  the  introduction  of  ani¬ 
mal  glue  in  sizing,  an  innovation 
which  vastly  improved  the  qual¬ 
ity  of  their  product  and  made 
them  the  foremost  producers  of 
paper  in  Europe. 

The  molds  of  the  early 
European  papermakers,  just  like 
those  still  in  use  today  for  hand¬ 
made  papers,  were  constructed 
of  fine  wires  laid  close  together 
and  held  in  place  by  somewhat 
heavier  wires  crossing  them  at 
right  angles  at  intervals  of  about 
an  inch.  The  pattern  of  these 
wires  appears  in  the  texture  of 
the  paper  and  forms  what  are  known  as  the  “laid  marks” — the 
closely  spaced  “wire  lines”  crossed  at  wider  intervals  by  the  heavier 
“chain  lines.” 

Another  innovation  introduced  by  the  Fabriano  papermakers 
about  the  year  1270  was  the  watermark.  This  was  produced  by  a 
design  of  some  kind  made  of  fine  wire  and  superimposed  upon  the 
screen  of  the  mold.  Like  the  laid  marks,  this  design  showed  in  the 
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texture  of  the  paper.  The  position  of  the  watermark,  or  a  portion  of 
it,  on  a  page,  together  with  the  direction  in  which  the  chain  lines 
run,  is  often  useful  to  scholars  in  their  investigations  of  early  printed 
books  as  determining  the  manner  in  which  the  printed  sheet  was 
folded  for  binding,  or  as  indicating  the  part  of  the  sheet  to  which 
some  rare  printed  fragment  of  a  page  once  belonged. 

The  designs  used  for  watermarks  are  of  the  utmost  variety. 
Some  of  them  are  house  marks  and  identify  quite  clearly  the  mill 
from  which  the  paper  came.  Others,  however,  were  used  generally 
by  a  number  of  mills  simply  to  indicate  the  quality  of  the  paper  or 
its  size.  The  study  and  identification  of  watermarks  has  become  an 
important  branch  of  the  science  of  bibliography,  particularly  in  con¬ 
nection  with  the  investigation  of  the  very  earliest  printed  books. 

All  the  earliest  papers  were  laid  papers  made  by  hand  in  the 
manner  just  described.  It  was  not  until  the  middle  of  the  eighteenth 
century  that  “wove”  paper  first  appeared.  Its  introduction  is  credited 
to  John  Baskerville,  the  fastidious  printer  of  Birmingham,  England. 
It  was  made  over  a  wire  screen  of  extremely  fine  texture  which 
showed  no  pattern  of  laid  lines  in  the  finished  sheet.  The  French 
called  it  papier  velin ,  or  “vellum  paper,”  and  the  members  of  the 
celebrated  Didot  family  of  French  printers  did  much  to  bring  its 
manufacture  to  perfection. 

Though  centuries  have  passed,  handmade  paper,  both  laid  and 
wove,  is  still  manufactured  by  practically  the  same  methods  as  at 
the  beginning  of  European  papermaking.  The  greatest  changes  in 
the  manufacture  of  paper  have  been  introduced  by  machinery.  The 
process  in  use  today  for  the  mass  production  of  paper  was  invented 
in  1798  by  Louis  Robert,  who  was  in  the  employ  of  the  Didots  in 
their  Essonnes  mills  in  France.  It  was  later  introduced  into  England 
by  Henry  Fourdrinier,  after  whom  modern  papermaking  machines 
have  been  named. 
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In  the  making  of  paper  by  machine,  the  screen  of  the  single 
hand  mold  is  replaced  with  an  endless  belt  of  wire  mesh,  over 
which  the  pulp,  prepared  in  mechanical  beaters,  is  caused  to  flow. 
As  the  screen,  which  is  constantly  shaken  from  side  to  side,  moves 
forward,  the  water  in  the  pulp  drips  through  it,  leaving  the  film 
of  fiber  on  top.  A  roll  of  felt  then  meets  the  moving  screen  and 
with  its  greater  adhesiveness  picks  up  the  web  of  matted  fibers  and 
carries  it  through  steam-heated  drying  rollers,  which  serve  the 
double  purpose  of  pressing  out  and  also  evaporating  the  moisture. 

Soon  the  web  of  paper  is  well  enough  formed  to  hold  together; 
it  is  then  detached  from  the  felt  to  continue  its  way  through  further 
drying  rollers.  At  the  end  of  the  machine — and  some  Fourdriniers 
are  several  hundred  feet  long — the  completed  paper  is  wound  on  a 
roll.  If  it  is  an  uncoated  paper,  such  as  that  on  which  this  book  is 
printed,  it  is  then  finished  except  for  being  later  “sheeted,”  or  wound 
off  the  roll  and  cut  into  sheets  of  suitable  size.  Newsprint  and  the 
paper  for  large-edition  magazines  go  in  rolls  directly  to  rotary 
presses  without  being  first  cut  into  sheets. 

Among  uncoated  papers  the  two  main  varieties  are  the  wove 
and  the  laid,  distinguished  by  their  texture  as  in  the  case  of  the  hand¬ 
made  papers.  Modern  wove  papers  are  classified  according  to  the 
smoothness  of  their  finish.  A  rough  paper  entirely  free  from  shine 
is  known  as  “antique”  or  “eggshell.”  A  moderately  smooth  sheet 
is  called  “machine  finish.”  When  compressed  between  the  finishing 
rolls  of  the  Fourdrinier  machine  to  a  still  smoother  surface,  suitable 
for  the  printing  of  half-tones,  the  product  is  known  as  “English 
finish”  paper.  Wove  papers  as  well  as  laid  may  also  be  “super- 
calendered”  by  a  process  of  burnishing  between  rollers  turning  at 
different  speeds.  “Plate-finish”  papers,  either  laid  or  wove,  are  pro¬ 
duced  by  pressing  between  polished  plates  to  make  them  smooth. 

The  papers  ordinarily  used  for  printing  fine  illustrations,  for 
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color  printing  and  the  like,  before  being  sheeted  go  through  another 
process  called  coating,  in  which  a  mixture  of  casein  or  of  glucose, 
clay,  and  some  other  ingredients  is  applied  to  the  surface,  making  it 
extremely  smooth  and  suitable  for  receiving  the  impression  of  fine- 
screen  half-tone  plates.  This  product  is  known  in  the  United  States 
as  “coated”  paper;  in  Great  Britain  as  “art”  paper.  The  first  coated 
papers  were  all  objectionably  glossy,  but  in  recent  years  an  improve¬ 
ment  has  been  introduced  in  the  form  of  a  clay-coated  paper  with¬ 
out  gloss.  This  is  known  as  “dull  coated”  and  is  the  paper  generally 
used  by  the  best  printers  for  work  in  which  half-tone  illustrations 
of  fine  quality  must  be  used. 

The  technique  of  paper  manufacture  today  makes  it  possible 
for  the  printer  to  select  from  a  great  variety  of  qualities  and  textures 
the  paper  most  suitable  for  his  purposes,  from  the  cheapest  kind  of 
a  handbill  to  the  most  beautifully  printed  book.  But  the  modern 
papermaker  faces  an  insistent  and  vexing  problem  in  the  quality  of 
the  raw  materials  entering  into  the  manufacture  of  his  product, 
particularly  in  the  case  of  paper  intended  for  the  printing  of  books. 
The  cost  of  linen  rags  makes  it  impossible  to  use  them  for  paper 
produced  in  any  more  than  limited  quantities.  So  it  has  come  about 
in  comparatively  recent  years  that  most  modern  papers  are  com¬ 
posed  principally  of  wood  pulp,  much  of  it  in  a  very  crude  state. 
The  newspapers  of  today  are  printed  on  paper  which  will  disin¬ 
tegrate  in  the  course  of  twenty  years  or  so.  Already  the  problem  of 
preserving  the  most  important  of  our  newspapers  for  the  use  of 
future  historians  is  a  most  serious  one.  By  contrast,  newspapers  of 
our  Revolutionary  period,  printed  on  all-rag  stock,  are  in  almost  as 
good  condition  as  the  day  they  were  first  published.  Some  modern 
newspapers,  such  as  the  New  Yor\  Times  and  the  Chicago  Tribune, 
for  example,  now  print  a  special  edition  of  each  issue  on  an  all-rag 
paper  for  permanent  preservation  in  a  few  important  libraries. 
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If  properly  treated,  however,  so  as  to  reduce  it  to  almost  pure 
cellulose,  wood  pulp  makes  a  fairly  durable  paper,  and  for  economic 
reasons  we  must  content  ourselves  with  it  for  ordinary  uses.  Perhaps 
it  is  a  boon  to  posterity  that  a  vast  quantity  of  the  printing  now 
being  done  in  books,  magazines,  newspapers,  and  so  on,  will  soon 
crumble  to  dust.  But  for  books  and  records  entitled  to  survive  at 
least  as  well  as  the  books  of  the  fifteenth  century  have  survived,  no 
substitute  has  yet  been  found  for  paper  manufactured  from  good 
old-fashioned  linen  rags. 


V 


Handwritten  Books 


BOOKS  in  the  form  with  which  we  are  familiar,  made  up  of 
leaves  bound  together  at  the  side,  were  a  relatively  late 
development  in  Europe  and  did  not  appear  there  for  many 
centuries  later  than  the  papyrus  or  parchment  rolls  of  the  ancients. 
Although  occurring  now  and  then  at  much  earlier  dates,  this  form 
of  book  did  not  begin  to  come  into  general  use  until  about  the  fourth 
Christian  century,  when  the  jurists  of  the  later  Roman  Empire 
found  that  it  was  more  convenient  than  the  roll  for  their  lawbooks. 
In  the  codex,  as  a  book  of  this  form  was  called,  the  parchment  sheets, 
instead  of  being  pasted  end  to  end  and  then  rolled  up,  were  folded 
to  make  two  leaves  each,  and  collections,  or  gatherings,  of  these 
folded  sheets  were  fastened  together  along  their  folds. 

The  Christian  church,  as  well  as  the  jurists,  had  much  to  do 
with  making  the  codex  popular.  The  old  volumen,  or  roll,  was  asso¬ 
ciated  with  the  literary  works  of  a  pagan  culture  which  the  early 
church  fathers  sought  to  supplant.  Thus  the  writings  of  Christian 
authors  were  thought  to  be  more  appropriately  presented  in  the 
codex  form.  But  strangely  enough,  it  is  the  old  pagan  volumen 
which  survives  in  our  word  “volume,”  while  we  use  the  words 
“codex”  and  “code”  only  in  specialized  meanings. 

The  codex,  of  course,  as  well  as  the  roll,  was  written  by  hand. 
Both  classes  of  ancient  books  are  therefore  known  as  manuscripts, 
from  the  Latin  designation  libri  (or  codices)  manu  scripti,  “books 
(or  codices)  written  by  hand.”  It  was  books  such  as  these,  labori¬ 
ously  written  by  scribes,  that  have  preserved  to  us  all  that  we  have 
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of  the  history  and  literature  of  ancient  times.  Manuscripts,  there¬ 
fore,  in  addition  to  inscriptions  on  stone,  metal,  or  wood,  are  an 
extremely  important  factor  in  the  cultural  heritage  of  mankind. 
Some  of  our  most  precious  intellectual  treasures  have  been  saved 
only  by  the  tenuous  thread  of  a  single  copy,  discovered  by  an  appre¬ 
ciative  enthusiast  and  made  part  of  our  spiritual  endowment,  first 
through  duplication  with  the  pen  of  the  scribe  and  later  through  the 
medium  of  printing. 

During  the  so-called  “dark  ages”  following  the  barbarian  in¬ 
vasions  of  the  Roman  Empire,  men  who  preferred  the  quiet  life  of 
scholarship  took  refuge  under  the  protection  of  the  church,  and  the 
making  of  books,  so  far  as  that  art  survived  at  all,  became  more 
and  more  exclusively  a  monastic  function.  Monasteries  and  other 
churchly  places  of  retreat  from  the  turmoil  of  worldly  life  assumed 
the  neglected  task  of  making  copies  of  books,  both  for  the  enrich¬ 
ment  of  their  own  libraries  and,  to  a  lesser  extent,  for  the  use  of  the 
fraternity  of  readers  and  scholars  elsewhere.  The  methods  and  facil¬ 
ities  of  the  monastic  scribes  differed,  of  course,  with  time  and  place, 
but  generally  speaking  were  centered  in  the  monastery’s  scriptorium, 
or  “writery.” 

The  scriptorium  of  a  typical  Benedictine  monastery  has  been 
well  described  for  us  by  Falconer  Madan,  in  the  delightful  volume 
entitled  Boo\s  in  Manuscript .  The  workshop  of  the  scribes  was  a 
large  room  usually  over  the  chapter  house,  but  when  no  special 
room  was  assigned  for  this  work,  separate  studies  were  sometimes 
made  for  the  writers  in  the  cloisters,  each  scribe  having  thus  a  win¬ 
dow  to  himself,  but  with  his  den  always  open  to  the  cloister  walk. 
It  was  only  in  special  cases  that  a  scribe  was  assigned  a  private  room 
in  which  to  work. 

To  guard  against  irreparable  loss  by  fire,  artificial  light  was  for¬ 
bidden  to  the  scribes,  so  all  work  had  of  necessity  to  be  done  during 
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the  daylight  hours.  Access  to  the  scriptorium  was  denied  to  any 
except  high  officials  of  the  abbey,  so  as  to  protect  the  scribes  from 
interruption.  The  scriptorium  was  in  charge  of  an  officer  known  as 
the  armarius,  whose  duty  it  was  to  provide  parchment,  pens,  ink, 
knives,  awls,  and  rulers.  Absolute  silence  was  the  rule  during  the 
hours  of  work.  If  a  scribe  wished  to  consult  a  book,  he  made  certain 
signs  to  his  fellow  workers.  For  example,  in  asking  for  a  pagan 
work,  he  made  the  general  sign,  followed  by  scratching  the  ear 
after  the  manner  of  a  dog ! 

In  addition  to  regular  scribes  who  were  members  of  the  monastic 
community,  there  were  some  secular  scribes  who  were  brought  to 
the  monasteries  for  special  duties,  such  as  rubrication  or  illumi¬ 
nation.  But  many  of  the  monasteries  and  other  church  institu¬ 
tions  developed  highly  competent  rubricators  and  illuminators 
among  their  own  members. 

The  monastic  scribe  worked  about  six  hours  daily.  He  received 
his  parchment  in  sections,  each  sheet  separate  but  folded  and 
arranged  in  the  order  in  which  it  should  appear  in  the  book  as 
finally  bound.  After  the  decision  as  to  the  style  and  size  of  the 
writing  to  be  used,  the  limits  of  the  written  page  were  ruled  in  with 
“blind”  marginal  lines,  the  parchment  being  held  in  place  with  awls. 
In  addition  to  the  lines  limiting  the  margins,  guide  lines  for  the 
individual  lines  of  writing  were  ruled  upon  the  parchment  with  a 
blunt  instrument  which  made  a  little  furrow  in  the  material.  Inas¬ 
much  as  parchment  has  two  distinct  sides,  a  quaternion,  or  signa¬ 
ture,  was  arranged  so  that  each  two  facing  pages  had  the  same 
character — that  is,  both  were  hair  side  or  both  were  flesh  side. 

After  the  scribe  had  finished  his  quaternion,  or  group  of  four 
sheets  in  eight  leaves,  his  work  was  proofread  in  comparison  with 
the  original  by  a  second  person,  and  the  sheets  were  then  sent  to  the 
rubricator,  who  inserted  titles,  headlines,  chapter  or  other  initials, 
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notes,  and  the  like.  If  the  book  was  to  be  illustrated,  the  sheets  next 
went  to  the  illuminator.  After  he  had  completed  his  work  on  the 
volume,  it  was  ready  to  be  bound. 

Accuracy  in  the  transcription  of  classical  texts  was,  of  course,  of 
primary  importance,  for  the  tendency  to  error  in  successive  recopy¬ 
ings  by  different  hands  at  different  times  was  very  great.  Scribes 
were  usually  forbidden  to  make  changes  in  the  text  before  them 
even  when  the  original  which  they  were  copying  was  obviously  in 
error.  But  the  monastic  scribes  were  only  human  and  not  infre¬ 
quently  worked  unwillingly  at  a  task  which  was  distasteful  to  them, 
so  it  is  by  no  means  surprising  that  their  minds  sometimes  wandered 
and  that  slips  occurred.  The  ingenuity  of  expert  textual  criticism  in 
repairing  these  mental  lapses  of  the  scribes  and  in  unraveling  the 
meaning  of  passages  that  a  careless  copyist  had  left  obscure  is  in 
some  instances  remarkable. 

Illumination  added  much  charm  to  manuscript  books.  The 
earliest  texts  were,  as  a  rule,  the  plainest,  but  as  wealth  increased  and 
the  demand  for  beautiful  books  in  manuscript  form  become  greater, 
the  first  move  was  to  make  the  first  letters  of  new  sentences  larger 
and  sometimes  to  color  them.  Then  the  extremities  of  these  initial 
letters  were  flourished,  and  soon  these  flourishes  were  elaborated 
until  they  ran  into  the  page  margins.  Next  the  margins  of  opening  or 
of  important  pages  were  decorated  with  an  independently  designed 
border.  Finally,  miniatures  were  introduced  into  books,  and  when 
the  miniaturist  was  a  real  artist,  the  results  were  superb  indeed. 

The  principal  colors  used  in  the  embellishment  of  manuscript 
books  were  red,  blue,  and  gold.  Less  frequently,  purple,  yellow, 
green,  or  plain  black  and  white  were  used.  Sometimes  whole  manu¬ 
scripts  were  lettered  throughout  in  gold  or  in  silver;  in  these  cases 
the  parchment  itself  was  often  dyed  purple,  producing  a  sumptu¬ 
ously  rich  effect.  Until  the  twelfth  century,  gold  was  applied  in 
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powder  form,  but  after  that  usually  in  gold  leaf  and  burnished, 
resulting  in  a  glittering  effect  of  much  splendor. 

The  first  really  great  development  of  manuscript  books  took 
place,  strange  to  say,  in  Ireland,  in  the  sixth,  seventh,  and  eighth 
centuries.  Within  a  century  of  the  coming  of  Saint  Patrick  to  the 
Emerald  Isle — then  lying  remote  from  all  the  active  cultural  influ¬ 
ences  of  the  time — there  was  a  vivid  flowering  of  the  intellectual  as 
well  as  of  the  religious  spirit.  The  influence  of  this  almost  self- 
created  culture  went  far  beyond  the  insular  limits  of  Ireland  and 
Britain,  and  Irish  missionaries  invaded  the  Continent,  while, 
reciprocally,  continental  students  made  pilgrimages  to  Ireland  to 
study  the  classical  languages  under  Irish  teachers.  During  this  time 
there  were  produced,  in  the  Irish  monasteries,  manuscripts  of  splen¬ 
did  calligraphy  and  illumination,  in  workmanship  which  has  never 
been  surpassed  in  originality  of  design  and  skill  in  execution.  The 
most  celebrated  example  of  the  work  of  the  Irish  school  of 
calligraphy  and  illumination  is  the  famous  Book  of  Kells,  hailed 
by  more  than  one  writer  as  “the  most  beautiful  book  in  the  world.” 

The  history  of  the  manuscripts  through  which  we  know  what 
little  is  known  of  the  ancient  world  is  one  of  the  most  interesting 
chapters  in  the  record  of  human  endeavor.  The  very  oldest  manu¬ 
scripts  that  now  survive,  with  the  exception  of  some  discoveries  of 
Egyptian  papyri,  were  written  centuries  after  the  works  which  they 
contain  were  first  penned.  How  great  is  our  indebtedness  to  the 
generations  of  nameless  scribes  who  copied  and  recopied,  again  and 
again,  through  those  centuries,  so  that  we  might  have  the  immortal 
epics  of  Homer,  the  plays  of  the  great  Greek  tragedians,  the  dia¬ 
logues  of  Plato,  the  scientific  works  of  such  great  ancient  thinkers 
as  Aristotle  and  Euclid,  the  poetry  of  Virgil  and  Horace — to  men¬ 
tion  only  a  portion  of  the  priceless  total!  To  the  busy  hands  of 
innumerable  scribes,  too,  we  owe  the  preservation  in  written  form  of 
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rontf  feptmffttmbrmiflimt  me  pjmnr. 

,  nntcnmrqita  cm  to  cretnUofetn:  mtH 
mvmu  mmuTcrmt^  iirnttinofcUHam 
tvre-f;  Ticutmm  uoumtmrfhnrrvttwetr 
an  gtrmicemthrmtmtt  qf  ante  itetmte 
rurtf-Tnatrt /to  atfUm  laptmiu  0  inner 
rmnn'or-nnrtpctm*?  onUmora  ingrmn.. 
q  nr  cmttutn  vp  comm  ammnurm  uocnf 
xs  tv  act  t' m  c*  or to  ptweric  n  am  •  q  n  t  ctpi  r 
untie*  *n  •  mmrine  quotum  aim  item  in 
fpicnmme  *tghmt0  mcnmxan  migeim, 
mectimi  tcfcmfptauotm  note  mi  ode 
tntur*vri  itfwmw  effd  pihtuw  ipace* 
)tueiut>  CXcrlmnol^tit  naittmm -tict 
fnmufq- fntmt0*m  oqmtf  ^  Ua 
omtf  q-fettr  tuuif  i-dlirfcncr* 
me  turn  mrmrnftl  mogrtu^  1  _ 

I  pttfiimrrt-*d  trunnm  ^nrunu 
c-tptmm  eulmtnn  optnoncin  frf 
mtc#  mtc  jhrmntcm*fVtumitr«  cdbfo* 
fUndman-  tfd  on  r  mfener  it  tth  p;  rrm  p 
v  ontuliumccm-fti  p  ttucirmcm  tn§m 


U*Tt*f nnm  ifmtaouo* 

ttmm0rtfeuntm«0 
opnDnncritnmtmn 
nnarminttutm  are' 
ptoumtfonnfinlnw 
amifannnqtico0 
fofficmtfcmiurn 
mum  atmf  tntftan  t 
aptmnrtunc  pun  r>  ptlftt  $  nnjnwnint  i 
cmrccrc  rrcUtrunmt-f?  apangttoioUtn  _ 
p?  rtrncmun  itm  rm pi  to:  \  In  fncfentmi  r* 
xlm  aim  mfitrftnniprttilrnrcmmtm' 
i  rnn  a  a  fcjnnmran  m mctm-'5Hrt«]ip 
(C0fti«umo  nrfuefettattitp  ofnicrett 
tmf  tmmoiotrr»Crt*  ftnamtu^rptmo 

l  rrv.  ottnof  f  dm-vw-  mmi  ftttif  Orqao  m 

totem  agtiotuacicgi  monmemqunnc 
pr  ct  wk  mambtub'tmnmc  tn  tut  n . .  .i, 
pft*  ugnuccdoitoftntnamPt  aqtdid 
affltgimq'mmn  rammu  ft  c  cn<  mnee 
nop  amfcnftfhiummn  icmmutto  p 
^fudneum  nurem  nnqu  pc 

mttK  tttmillftiwlH  femptmtii  aonno 
dc*  aqrutnr><?crcfntutf  nmittm  were 


nJtttTumh-qxfm* 
metK  mtpi  unm  memtromn  m'antr. 
ntt  tmtne  tHcruntlr  faaPt  utm  cmfm 
ccnni*  crpittumn  inrtttcm  foftUK  tnitt 
xn  dncnttdltaanontrftc  rren  pfld-ipc 
aur  piimipnttmqm  aqmfhgmtm  fuo 
w  r  tup  1  r-  tmtf  pits  im  t«  antMtec  « e  0 1 
m  coftnim^ptr.qmi'htcTas)  dttpdS' 
tic  ptcrcrutmttnnqm  a  <911  mottfitcn  ct> 
rmn  cw  itetenmr.  ntr^  mfpftmttlc* 
tmntttmndi  tcomui  rnanfuefamr-tm 
ctmit  m  Hfvtctamlwm  vHufqtftmt'im 
tin  umm*  rcqtuPt  mmigcimtun  \w 
mmo  m»ttcnntr*pfCP  aut  tchf fedt- 1 


PAGE  FROM  AN  ENGLISH  MANUSCRIPT  OF 

the  golden  legend,  about  1300. 
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the  books  composing  our  Bible,  for  centuries  known  in  manuscript 
form  only  to  the  chosen  few,  until  printing  made  it  the  most  widely 
distributed  book  in  all  history. 

There  is  romance  and  adventure  in  the  stories  of  how  many  a 
precious  manuscript  was  preserved  from  destruction  in  the  ravages 
of  war  or  in  the  perils  of  fire  or  flood,  or  of  how  some  were  lost  for 
ages,  only  to  be  discovered  again  in  some  obscure  hiding  place.  None 
of  these  stories  is  more  romantic  than  the  tale  of  the  discovery  of 
the  manuscript  of  the  Bible  in  Greek,  written  not  later  than  a.d. 
400 — the  oldest,  and  in  many  respects  the  most  interesting,  text  of 
the  New  Testament  that  has  been  preserved  to  us.  Falconer  Madan 
tells  us  about  it  thus: 

Constantine  Tischendorf,  the  well-known  editor  of  the  Greek  Testa¬ 
ment,  started  on  his  first  mission  litteraire  in  April,  1844,  and  in  the  next 
month  found  himself  at  the  Convent  of  St.  Catherine,  at  the  foot  of  Mount 
Sinai.  There,  in  the  middle  of  the  hall,  as  he  crossed  it,  he  saw  a  basket  full 
of  old  parchment  leaves  on  their  way  to  the  burning,  and  was  told  that  two 
baskets  had  already  gone!  Looking  at  the  parchment  leaves  more  closely* 
he  perceived  that  they  were  parts  of  the  Old  Testament  in  Greek  written 
in  an  extremely  old  handwriting.  He  was  allowed  to  take  away  forty-three 
leaves ;  but  the  interest  of  the  monks  was  aroused,  and  they  both  stopped  the 
burning  and  also  refused  to  part  with  any  more  of  the  precious  fragments, 

Tischendorf  departed,  deposited  the  forty-three  leaves  in  the  Leipzig 
Library,  and  edited  them  under  the  title  of  the  Codex  Friderico-Augustanus, 
in  compliment  to  the  King  of  Saxony.  But  he  wisely  kept  the  secret  of 
their  provenance,  and  no  one  followed  in  his  track  until  he  himself  went 
on  a  second  quest  to  the  monastery  in  1853.  In  that  year  he  could  find  no 
traces  whatever  of  the  remains  of  the  MS.  except  a  few  fragments  of 
Genesis,  and  returned  unsuccessful  and  disheartened. 

At  last,  he  once  more  took  a  journey  to  the  monastery,  under  the 
patronage  of  the  Russian  Emperor,  who  was  popular  throughout  the  East 
as  the  protector  of  the  Oriental  churches.  Nothing  could  he  find,  however; 
and  he  had  ordered  his  Bedouins  to  get  ready  for  departure,  when,  hap- 
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pening  to  have  taken  a  walk  with  the  steward  of  the  house  and  to  be 
invited  to  his  room,  in  the  course  of  conversation  the  steward  said:  “I,  too, 
have  read  a  Septuagint,”  and  produced  out  of  a  wrapper  of  red  cloth  “a 
bulky  kind  of  volume,”  which  turned  out  to  be  the  whole  of  the  New 
Testament,  with  the  Greek  text  of  the  Epistle  of  Barnabas,  much  of  which 
was  hitherto  unknown,  and  the  greater  part  of  the  Old  Testament,  all  parts 
of  the  very  MS.  which  had  so  long  been  sought ! 

In  a  careless  tone  Tischendorf  asked  if  he  might  have  it  in  his  room  for 
further  inspection,  and  that  night  (February  4-5,  1859)  it  “seemed  impiety 
to  sleep.”  By  the  next  morning  the  Epistle  of  Barnabas  was  copied  out,  and 
a  course  of  action  was  settled.  Might  he  carry  the  volume  to  Cairo  to 
transcribe?  Yes,  if  the  prior’s  leave  were  obtained;  but  unluckily  the  prior 
had  already  started  to  Cairo  on  his  way  to  Constantinople.  By  the  activity  of 
Tischendorf  he  was  caught  up  at  Cairo,  gave  the  requisite  permission, 
and  a  Bedouin  was  sent  to  the  convent  and  returned  with  the  book  in 
nine  days. 

On  the  24th  of  February,  Tischendorf  began  to  transcribe  it;  and  when 
it  was  done,  conceived  the  happy  idea  of  asking  for  the  volume  as  a  gift 
to  the  Emperor  of  Russia.  Probably  this  was  the  only  possible  plea  which 
would  have  gained  the  main  object  in  view,  and  even  as  it  was,  there  was 
great  delay;  but  at  last,  on  the  28th  of  September,  the  gift  was  formally 
made,  and  the  MS.  soon  after  deposited  at  St.  Petersburg.  .  .  . 

In  this  manner  were  preserved  some  sheets  of  old  parchment 
which,  but  for  Tischendorf’s  timely  arrival,  would  have  gone  into 
the  fire  as  waste!  But  the  adventures  of  this  manuscript  were  not 
yet  over  when  it  arrived  at  St.  Petersburg.  Since  Madan  wrote  his 
account  of  it,  the  government  of  Soviet  Russia  offered  it  for  sale, 
and  the  British  government,  with  the  assistance  of  private  individ¬ 
uals,  acquired  it  for  an  enormous  sum  equivalent  to  approximately 
half  a  million  dollars.  It  is  now  among  the  priceless  treasures  in  the 
library  of  the  British  Museum,  in  London. 

For  every  sheet  of  parchment  or  papyrus  which  has  been  pre¬ 
served  to  the  present  day,  it  is  safe  to  say  that  thousands  of  such 
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sheets  have  been  destroyed  forever.  The  ravages  of  time,  the  excesses 
of  military  conquest,  the  bigotry  of  religious  zealots,  the  fury  of  fire 
and  flood,  and  the  carelessness  of  the  ignorant  and  unthinking  have 
all  taken  their  toll,  and  what  is  left  is  but  a  fragment  of  the  records 
once  written  in  ages  past.  Yet  even  in  recent  times,  surprising  recov¬ 
eries  of  such  records  have  been  made.  Just  as  an  example,  mention 
may  be  made  of  the  finds  at  Herculaneum.  When  the  lava  of 
Vesuvius  poured  over  that  little  Roman  city  in  a.d.  79,  it  charred 
and  apparently  destroyed  many  rolls  of  papyrus  in  private  libraries 
in  the  devastated  area.  But,  strange  to  say,  what  seemed  to  be  destruc¬ 
tion  turned  out  to  be  preservation.  For  it  has  been  found  that  these 
charred  and  blackened  rolls,  by  very  careful  treatment,  could  be 
restored  to  a  condition  which  would  permit  unrolling  them.  Many 
of  these  rolls,  recovered  in  excavations  at  the  beginning  of  the 
nineteenth  century,  have  since  been  deciphered,  and  some  conse¬ 
quential  additions  were  thus  made  to  our  store  of  Greek  and  Latin 
literature.  Very  fortunately,  copies  of  these  manuscripts  were  made 
at  the  time,  for  the  originals  have  since  suffered  disintegration,  and 
it  is  the  facsimiles  of  them  which  are  now  of  the  greatest  value. 

Books  in  manuscript  are  still  treasured  in  many  a  library  as 
monuments  of  bygone  ages.  But  the  slow-moving  pen  of  the  scribe 
has  long  since  ceased  to  write.  The  texts  of  ancient  manuscripts, 
on  which  our  cultural  foundations  are  established,  are  now  repro¬ 
duced  as  needed  in  another  way,  and  since  the  middle  of  the  fif¬ 
teenth  century  all  the  world’s  wit  and  wisdom  has  taken  form 
“without  help  of  reed,  stylus,  or  pen,  but  by  the  wondrous  agree¬ 
ment,  proportion,  and  harmony  of  punches  and  types.” 
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i\  N  the  history  of  the  making  of  books,  the  beginning  of  printing 
in  the  Far  East  must  be  considered  entirely  independently  of 
.  the  origins  and  progress  of  printing  in  Europe,  for  in  the  Orient 
books  were  printed  nearly  six  centuries  earlier.  Just  as  paper  was  first 
made  there,  so  also  the  first  printed  books  were  produced  in  China. 

Those  earliest  books  were  block  books — that  is,  books  printed 
from  wooden  blocks  on  which  text  and  illustrations  had  been 
engraved.  But  movable  types  were  also  made  in  China  long  before 
Gutenberg’s  epochal  invention.  They  would  undoubtedly  have  been 
invented  even  earlier  had  they  been  suitable  for  the  printed  repro¬ 
duction  of  the  Chinese  written  language.  But  because  of  the  vast 
number  of  separate  characters  required  for  writing  the  Chinese  lan¬ 
guage,  movable  types  offered  no  great  advantage.  Even  after  they 
had  been  invented  they  eventually  fell  into  disuse,  because  it  was 
easier  to  engrave  on  wood  a  page  of  the  ideographic  symbols  than  it 
was  to  compose  a  page  with  types  for  the  separate  characters. 

In  Europe,  with  its  alphabetically  written  languages,  the  inven¬ 
tion  of  printing,  to  all  intents  and  purposes,  consisted  in  the  inven¬ 
tion  of  a  satisfactory  process  for  making  any  desired  quantity  of 
movable  types.  In  China,  however,  the  invention  of  printing  as  a 
practical  method  of  making  books  consisted  in  the  invention  of 
block  printing. 

The  essential  feature  of  printing  in  the  most  widely  accepted 
sense  of  the  term  is  a  form  of  some  kind  bearing  in  relief  the  charac¬ 
ters  to  be  printed — a  form  which  can  be  inked  and  from  which  suc- 
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cessive  impressions  can  be  drawn.  In  this  broadest  sense,  printing  by 
means  of  seals  or  stamps  impressed  on  paper  with  ink  was  done  in 
China  as  early  as  the  fifth  or  sixth  century  of  the  Christian  era.  It  is 
significant  that  the  Chinese  word  for  printing  of  any  kind  is  vin, 
which  also  means  “seal.”  From  the  use  of  seals  as  a  means  of  the 
identification  or  authentication  of  documents,  the  transition  seems 
to  have  been  to  the  use  of  similar  stamps  for  the  printing  of  charms. 
The  very  oldest  extant  specimens  of  printing  from  blocks  of  wood 
are  in  the  form  of  paper  charms  produced  in  Japan  about  a.d.  770. 

At  that  time,  Japan  was  under  strong  Chinese  influence — an 
influence  traceable  to  a  great  extent  to  the  Chinese  origin  of  Japanese 
Buddhism.  Shotoku,  empress  of  Japan  from  a.d.  748  to  769,  in 
her  zeal  for  Buddhism,  ordered  a  “million”  Buddhist  charms  to  be 
printed  and  placed  in  miniature  pagodas  for  distribution  among  the 
people.  This  work  was  completed  about  the  year  770.  The  facts  are 
clearly  attested  by  Japanese  historical  records,  but  even  better  evi¬ 
dence  are  the  charms  themselves,  a  number  of  which  are  still  extant. 
Several  of  them  can  be  seen  today  in  the  British  Museum.  These 
charms  are  not  only  the  earliest  known  specimens  of  printing  but 
are  also  the  oldest  extant  specimens  of  paper  made  in  Japan. 

There  can  be  no  question  that  similar  printing  from  wooden 
blocks  was  done  in  China  long  before  the  appearance  of  the  process 
in  Japan,  though  no  specimens  of  it  appear  to  have  survived.  With 
the  beginning  of  the  T’ang  Dynasty  in  a.d.  618,  China  entered 
upon  one  of  the  most  glorious  periods  in  her  history,  in  which  art 
and  literature  flourished  and  a  succession  of  enlightened  rulers  per¬ 
mitted  the  most  impartial  freedom  to  all  religious  teachings. 
Buddhism  then  took  deep  root,  and  one  of  the  ways  by  which  the 
devout  Buddhist  then  acquired  merit  was  by  the  ceaseless  repetition, 
orally  or  in  writing,  of  passages  from  the  Buddhist  scriptures. 
A  method  of  endless  reduplication  of  such  merit-bringing  passages 
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by  means  of  impressions  on  paper  from  wooden  blocks  was  too 
precious  an  opportunity  for  Buddhist  zeal  to  have  overlooked. 
Among  the  priceless  finds  of  ancient  documents  in  Turkestan  are 
thousands  upon  thousands  of  little  images  of  Buddha  impressed  on 
paper  with  stamps.  One  roll  in  the  British  Museum  contains  nearly 
five  hundred  such  impressions  from  the  same  stamp.  It  seems  almost 
certain  that  the  Buddhists  made  the  transition  from  the  little  hand 
stamp  to  impressions  from  larger  wooden  blocks  in  the  seventh  or 
eighth  century,  and  some  day,  perhaps,  specimens  of  such  impres¬ 
sions  may  yet  be  found. 

The  period  of  religious  toleration  came  to  an  end  in  a.d.  845, 
and  for  a  long  time  thereafter  Buddhism  was  relentlessly  persecuted 
in  China.  When  we  read  that  at  the  beginning  of  this  persecution 
4600  Buddhist  temples  were  destroyed,  we  can  understand  why  we 
have  no  definite  record  of  any  Buddhist  printing  before  that  time: 
the  evidence  of  it  was  all  wiped  out.  But  there  is  indirect  evidence  of 
block  printing  in  an  imperial  edict  of  the  year  835  ordering  that 
the  private  printing  of  calendars  be  stopped,  and  in  the  record  that 
an  effort  was  made  to  reprint  a  printed  Buddhist  work  which  was 
burned  about  845. 

The  earliest  certain  date  of  printing  in  China  is  a.d.  868,  a  cen¬ 
tury  after  the  little  printed  Japanese  charms  of  the  Empress  Shotoku. 
But  the  evidence  in  this  case  is  not  a  mere  slip  of  printed  paper,  but 
a  complete  printed  book  and,  what  is  more,  a  book  with  a  woodcut 
frontispiece.  The  circumstances  of  its  discovery  read  like  a  fairy  tale. 

The  scene  of  the  discovery  is  once  more  that  far  western  finger 
of  civilized  Chinese  territory  which  projects  into  the  desert  of  Tur¬ 
kestan  and  once  more  in  the  vicinity  of  Tun-huang.  Near  that  city 
are  the  Caves  of  the  Thousand  Buddhas  cut  into  the  face  of  a  cliff. 
From  an  early  stone  inscription  there  we  learn  that  this  colony  of 
religious  cave  dwellers  dates  from  a.d.  366.  In  1900  a  mendicant 
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Taoist  priest  raised  the  money  for  the  work  of  restoring  one  of  the 
caves  to  its  former  magnificence  and  was  engaged  in  “improving” 
one  of  the  early  frescoes  on  its  wall  when  he  found  that  the  wall 
behind  the  fresco  was  not  of  stone  but  of  brick.  Investigating  a  little 
farther,  he  found  that  the  brick  closed  the  mouth  of  a  chamber 
which  was  piled  high  with  manuscript  rolls.  Seven  years  later,  Sir 
Aurel  Stein,  the  British  archaeologist  celebrated  for  his  researches 
in  the  field  of  Chinese  history,  came  to  Tun-huang  and  learned 
about  the  secret  chamber.  In  his  Serindia  he  tells  of  his  nerve-racking 
negotiations  for  a  part  of  its  treasures. 

The  earliest  identified  date  among  the  documents  found  in  the 
walled-up  chamber  is  a.d.  406  and  the  latest  is  997.  It  is  thought 
that  this  hiding  place  was  made  and  sealed  up  in  1035  to  prevent  its 
precious  contents  from  falling  into  hostile  hands  and  that  for  some 
reason  the  very  existence  of  the  vault  was  forgotten.  In  it  were 
found  1130  bundles,  each  containing  a  dozen  or  more  rolls.  Of  these, 
Stein  was  able  to  procure  about  3000  rolls  for  the  British  Museum. 
All  the  rolls  were  found  to  be  in  almost  perfect  condition,  which  was 
possible  only  because  of  the  dry  climate  of  the  desert.  In  another  part 
of  China  the  same  documents  would  probably  have  disintegrated 
from  dampness. 

The  documents  found  were  of  the  utmost  variety  of  contents. 
They  were  written  in  Chinese,  Tibetan,  Sanskrit,  Iranian,  Sogdian, 
Uigur  (ancient  Turkish),  and  even  included  some  selections  from 
the  Old  Testament  written  in  Hebrew.  But  among  them  was  one 
of  the  most  precious  monuments  of  mankind’s  cultural  history — 
a  copy  of  the  oldest  printed  book  now  extant.  This  is  a  Chinese 
version  of  the  so-called  Diamond  Sutra,  one  of  the  most  highly 
favored  of  the  Buddhist  scriptures,  and  it  is  now  among  the  proudest 
possessions  of  the  British  Museum.  It  was  literally  startling  to  the 
scholars  who  first  examined  it  to  find  at  the  end  of  the  text  the 
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explicit  printed  statement  that  it  was  “printed  on  May  n,  868,  by 
Wang  Chieh,  for  free  general  distribution,  in  order  in  deep  reverence 
to  perpetuate  the  memory  of  his  parents.”  Here  we  have  the  oldest 
known  book  imprint  and  the  name  of  the  first  printer  of  books  of 
whom  the  world  has  record. 

This  book  is  the  work  of  no  tyro  and  gives  evidence  of  a  con¬ 
siderable  antecedent  period  of  evolutionary  development  of  the  art 
of  reproduction  by  means  of  printing.  In  other  words,  in  this  copy 
of  the  Diamond  Sutra  we  find  the  arts  of  book  printing  and  of  illus¬ 
tration  in  an  advanced  rather  than  in  a  primitive  stage.  This  is  most 
graphically  shown  by  the  woodcut  frontispiece  which  is  reproduced 
in  the  plate  facing  page  96.  It  is  the  earliest  dated  woodcut,  ante¬ 
dating  by  many  centuries  the  earliest  European  woodcuts,  to  be  dis¬ 
cussed  in  Chapter  VII.  The  plate  presents  Sakyamuni  seated  on  his 
lotus  throne,  attended  by  a  host  of  divine  beings  and  monks  and 
discoursing  with  Subhuti,  his  aged  disciple. 

Printed  throughout  from  wooden  blocks,  this  copy  of  the 
Diamond  Sutra  is  in  a  roll  sixteen  feet  long  and  about  one  foot  wide, 
made  up  of  seven  sheets  of  paper  pasted  end  to  end — six  sheets  of 
text,  each  about  thirty  inches  long,  and  a  shorter  sheet  on  which  the 
woodcut  appears. 

In  the  whole  immense  collection  taken  from  the  walled-up  cham¬ 
ber  there  were  only  three  other  printed  books,  but  there  were  a  large 
number  of  single-sheet  prints,  which  served  as  charms  or  votive 
offerings.  On  these  were  printed  both  illustrations  and  text,  so  that 
in  many  respects  they  have  a  kinship  with  the  early  European 
Heiligen,  or  block  prints  of  sacred  subjects.  Of  the  three  other 
printed  books,  one  is  the  oldest  extant  representative  of  a  new  form 
of  book.  This  is  a  small  Buddhist  sutra,  or  collection  of  aphorisms, 
dated  a.d.  949  and  is  also  in  the  British  Museum.  It  was  printed  on 
one  side  of  a  long  strip  of  paper  but  with  its  text  divided  into  pages. 
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The  strip  was  then  folded  in  the  manner  of  accordion  pleating, 
and  the  unprinted  backs  of  the  pages  were  then  pasted  together,  the 
final  result  resembling  to  a  surprising  degree  the  form  of  the  modern 
book.  Printed  books  made  in  this  manner  are  still  common  in  China 
and  Japan. 

The  Chinese  province  of  Szechuen  (then  known  as  Shu)  was 
evidently  the  center  of  the  early  printing  activities  in  China.  A  gov¬ 
ernment  official  named  Liu  Pin  made  mention  of  books  which  he 
had  seen  there  in  the  year  883.  After  some  account  of  their  contents, 
he  wrote:  “Most  of  these  books  were  printed  with  blocks  on  paper, 
but  they  were  so  smeared  and  blotted  that  they  were  not  readily 
legible.”  In  907  the  province  asserted  its  independence  as  the  empire 
of  Shu,  and  the  making  of  books  received  renewed  impetus  from 
the  interest  of  a  farsighted  statesman,  Wu  Chao-i,  about  whom  this 
story  is  told:  “When  Wu  Chao-i  was  poor,  he  wished  one  day  to 
borrow  some  books  from  a  friend.  The  friend  showed  by  his  look 
that  he  did  not  wish  to  lend  them.  Wu  was  grieved  and  said,  ‘Some 
day,  when  I  come  into  a  position  of  power,  I  shall  have  books  cut 
in  blocks,  so  that  all  scholars  may  have  the  opportunity  of  reading 
them.’  When  later  he  served  the  king  of  Shu  as  prime  minister,  he 
fulfilled  his  promise.  This  was  the  beginning  of  printing.” 

This  story  about  Wu  Chao-i  must  be  understood  as  meaning  that 
this  statesman  was  responsible  for  the  beginning  of  official  printing 
under  governmental  direction.  Chinese  authorities  differ  as  to  the 
date  of  Wu’s  efforts  to  foster  printing,  but  the  undertaking  had  far- 
reaching  consequences.  For  the  central  empire,  though  torn  with 
civil  dissensions,  had  strength  enough  in  929  to  conquer  the  inde¬ 
pendent  state  of  Shu  and  to  hold  it  for  five  years,  and  during  this 
short  time  absorbed  the  idea  of  printing  as  a  government  function. 
Feng  Tao,  a  wise  and  capable  statesman,  whose  ability  kept  him  in 
office,  in  spite  of  civil  strife,  under  four  dynasties  and  seven  emperors, 
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was  the  prime  minister  of  the  conquering  power,  and  he  was  quick 
to  recognize  the  importance  of  printing  under  government  auspices 
such  as  he  found  in  Shu.  In  the  year  932  he  and  his  associates  pre¬ 
sented  the  memorial  which  initiated  the  printing  of  the  Confucian 
classics,  one  of  the  greatest  enterprises  in  Chinese  cultural  history. 

The  memorial  declared:  “During  the  Han  dynasty,  Confucian 
scholars  were  honored  and  the  classics  were  cut  in  stone.  .  .  .  Our 
dynasty  has  too  many  other  things  to  do  and  cannot  undertake  such 
a  task  as  to  have  stone  inscriptions  erected.  We  have  seen,  however, 
men  from  Wu  and  Shu  who  sold  books  that  were  printed  from 
blocks  of  wood.  There  were  many  different  texts,  but  there  were 
among  them  no  orthodox  classics.  If  the  classics  could  be  revised  and 
thus  cut  in  wood  and  published,  it  would  be  a  very  great  boon  to  the 
study  of  literature.  We  therefore  make  a  memorial  to  the  throne 
to  this  effect.” 

The  emperor  issued  his  decree  which  ordered  the  proposed 
revision  of  the  classics.  The  editorial  task  was  entrusted  to  the  Kuo- 
tzu-chien,  or  National  Academy,  composed  of  the  leading  scholars 
of  die  empire.  The  most  expert  calligraphers  were  chosen  to  write 
the  accepted  text,  which  would  then  be  transferred  to  the  wooden 
blocks  and  cut  by  careful  workmen.  Through  twenty-one  years, 
during  which  the  empire  continued  to  be  torn  by  civil  strife,  the 
work  went  on  until  the  monumental  project  finally  reached  a  suc¬ 
cessful  conclusion,  in  the  year  953,  in  the  completion  of  the  full 
text,  commentaries  included,  in  one  hundred  and  thirty  volumes. 

In  spite  of  the  fact  that  the  memorial  of  Feng  Tao  himself  mem 
tions  the  printing  that  was  already  being  done  in  Shu,  and  in  spite 
of  a  number  of  records  of  earlier  printing  in  the  works  of  Chinese 
chroniclers,  Feng  Tao  has  been  given  a  place  of  honor  in  Chinese 
tradition  as  the  inventor  of  printing — the  Gutenberg  of  China.  As  a 
matter  of  fact,  Feng  Tao  was  not  at  all  interested  in  printing  except 
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as  a  means  to  an  end.  His  object  was  the  establishment  of  an 
accurate  and  officially  authenticated  text  of  the  ancient  Chinese 
classics.  The  traditional  method  of  preserving  the  text  of  these 
classics  had  always  been  to  have  them  cut  in  stone,  from  which  rub¬ 
bings  on  paper  were  taken  for  the  use  of  scholars.  Wooden  blocks 
were  admittedly  a  makeshift  to  which  Feng  resorted  because  of  the 
poverty  of  the  empire. 

No  specimen  of  the  printing  instituted  by  Feng  Tao  has  sur¬ 
vived.  The  specimens  of  printing  of  the  same  period  found  at  Tun- 
huang  are  Buddhist,  not  Confucian.  But  the  printing  of  books  from 
wooden  blocks  became  the  accepted  thing  in  China.  Some  of  the 
blocks  themselves  have  survived,  the  oldest  now  in  existence,  dating 
from  a.d.  1108,  being  preserved  in  the  Field  Museum,  in  Chicago. 
A  copy  of  a  block-printed  book  dated  1167,  the  Vang  Liu  sien 
sheng  wen  tsi,  the  earliest  printed  book  preserved  in  America,  is  now 
in  the  fine  Chinese  collection  of  the  Newberry  Library,  in  Chicago. 
A  page  from  it  is  reproduced  herewith.  This  work,  in  twelve  vol¬ 
umes,  contains  the  collected  poems  and  essays  of  Liu  Tsung-yuan, 
one  of  the  most  celebrated  writers  of  the  T’ang  dynasty,  who  lived 
A.D.  773-819. 

An  important  influence  in  the  spread  of  the  art  of  block  printing 
was  the  manufacture  and  use  of  playing  cards.  These  are  clearly  of 
Chinese  origin.  Cards  were  first  known  as  “sheet  dice.”  When  made 
on  bone  or  ivory,  they  evolved  in  simple  forms  into  dominoes  and  in 
more  complicated  forms  into  mah-jongg .  When  made  on  paper, 
they  became  playing  cards. 

The  use  of  playing  cards  in  China  is  traced  with  certainty  as  far 
back  as  a.d.  969,  but  they  are  probably  still  more  ancient.  When 
first  known  in  Europe,  in  the  closing  decades  of  the  fourteenth  cen¬ 
tury,  they  were  recognized  as  an  eastern  invention.  In  China  they 
were  early  produced  by  the  method  of  block  printing,  and  in  Europe, 
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soon  after  their  introduction,  the  same  process  of  manufacture  was 
called  into  use. 

Again,  the  evidence  regarding  the  transmission  of  this  form  of 
the  printing  art  is  not  conclusive.  The  adoption  of  playing  cards  by 
the  Europeans  has  been  attributed  to  contact  with  the  Saracens  dur¬ 
ing  the  Crusades;  but  there  is  no  mention  of  them  in  medieval 
Arabic  literature,  and  the  Koran  forbade  games  of  chance.  To  quote 
Professor  Carter:  “While  it  is  not  safe  to  say  with  certainty  that 
playing  cards  in  coming  from  China  brought  block  printing  with 
them,  the  evidence  is  at  least  sufficient  to  suggest  that  among  the 
possible  ways  by  which  block  printing  may  have  entered  the  Euro¬ 
pean  world,  the  use  of  playing  cards  holds  an  important  place.” 

The  art  of  block  printing  spread  into  Korea  and  Japan,  and  also 
westward  in  Asia.  But  it  met  in  the  Mohammedan  world,  which  lay 
between  Asia  and  Europe,  a  seemingly  impenetrable  barrier.  Islam, 
in  marked  contrast  to  Buddhism,  was  uncompromisingly  opposed 
to  the  reduplication  of  its  sacred  writings  through  the  medium  of 
print.  The  reason  for  this  opposition  is  not  clear,  but  in  all  probabil¬ 
ity  it  was  simply  religious  conservatism.  The  Koran  had  been  given 
to  the  Moslems  in  written  form,  and  writing,  therefore,  was  the  only 
means  by  which  it  might  ever  be  transmitted.  To  this  day  the  Koran 
has  never  been  printed  from  type  in  any  Mohammedan  country;  it 
!  is  always  reproduced  by  lithography. 

But  the  Asiatic  peoples  used  printing  at  an  early  date  for  many 
purposes — not  only  for  books,  but  for  playing  cards,  paper  money, 
and  many  other  miscellaneous  purposes,  including,  of  course,  the 
printing  of  charms.  In  Europe  at  the  same  period  the  monasteries 
were  busily  at  work  copying  manuscripts  by  the  most  laborious 
method  possible,  and  for  centuries  there  was  no  penetration  of  the 
art  as  practiced  in  the  East  among  the  peoples  of  the  West.  The 
conquests  of  the  Mongols  under  Genghis  Khan,  however,  broke 
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through  the  barrier.  From  the  middle  of  the  thirteenth  century  to 
the  midpoint  of  the  fourteenth,  Asia  and  Europe  were  in  contact. 
The  contact  was  often  violent,  to  be  sure,  but  there  was  cultural  and 
commercial  interchange  at  many  points.  The  Mongols  penetrated 
into  Russia,  Hungary,  Poland,  and  even  into  Germany.  At  Tabriz, 
in  Persia,  there  grew  up  a  colony  of  international  character  which 
served  as  the  crossways  between  the  East  and  the  West. 

With  the  fall  of  the  Mongol  Empire  in  1368  the  tradeways  were 
closed  again.  If  the  Chinese  art  of  block  printing  actually  reached 
Europe,  it  must  have  done  so  before  that  date.  There  is  no  categorical 
evidence  attesting  the  direct  transmission  of  the  art,  but  the  late 
Professor  Carter,  in  his  very  thorough  study  of  the  origins  of  print¬ 
ing  in  China,  concluded  on  the  basis  of  much  circumstantial  evi¬ 
dence  that  such  transmission  took  place. 

Until  comparatively  recent  years  we  knew  of  no  early  block 
printing  at  any  point  between  the  Asiatic  and  European  worlds.  In 
1880,  however,  in  excavations  in  Egypt  near  El-Faiyum,  there  were 
discovered  a  great  quantity  of  ancient  documents  which  are  now 
preserved  in  the  Archduke  Rainer  collection  of  the  National  Library 
in  Vienna.  The  documents  range  from  the  fourteenth  century  b.c. 
to  the  fourteenth  century  a.d.,  or  through  twenty-seven  centuries — 
a  range  that  testifies  to  the  spectacular  importance  historically  of  this 
find.  Among  the  thousands  of  bits  of  paper  in  the  collection  there 
were  about  fifty  examples  of  block  printing.  These  are  all  in  Arabic, 
and  their  subject-matter  is  religious — passages  from  the  Koran, 
prayers,  charms,  and  so  forth.  There  are  text  and  decoration,  but  in 
accordance  with  Moslem  precept  there  is  no  illustration  representing 
living  things.  The  style  of  writing  varies  widely,  and  from  the 
differences  in  writing  they  have  been  dated  approximately  between 
a.d.  900  and  1350 — but  with  a  suspicion  that  specimens  assigned 
to  the  earlier  date  may  have  been  later  imitations  of  an  archaic  script. 
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There  is  no  definite  evidence,  either  in  the  Archduke  Rainer 
documents  or  in  contemporary  records,  as  to  the  origin  of  block 
printing  in  Egypt,  but  the  prevailing  opinion  is  that  it  came  from 
China  by  way  of  Persia.  Nor  is  there  evidence  of  any  connection 
between  the  Egyptian  prints  and  European  block  printing.  All  that 
can  be  said  is  that  the  later  Egyptian  specimens  synchronize  quite 
closely  with  the  probable  beginnings  of  the  art  in  Europe. 

Not  only  block  printing  but  also  movable  types  originated  in 
China.  The  Chinese  invention  of  separate  types  antedated  the  experi¬ 
ments  of  Gutenberg  by  more  than  four  hundred  years.  The  inventor 
was  Pi  Sheng,  and  his  types  were  made  of  baked  clay  and  not  of 
metal.  As  the  event  is  one  of  major  importance  in  cultural  history, 
I  am  quoting  the  original  record  in  full,  as  translated  from  the  essays 
of  Shen  Kua,  a  Chinese  writer  who  was  contemporary  with  the 
invention  and  possibly  a  personal  friend  of  the  inventor.  Shen  Kua 
wrote  as  follows: 

Under  the  T’ang  dynasty,  block  printing,  though  carried  on,  was  not 
fully  developed.  In  the  time  of  Feng  Ying-wang  [Feng  Tao],  first  the  Five 
Classics  and  then  in  general  all  the  ancient  canonical  works  were  printed. 

During  the  period  Ch’ing-li  [a.d.  1041-1049]  Pi  Sheng,  a  man  in 
cotton  cloth  [i.e.,  a  man  of  the  common  people],  made  also  movable  type. 
His  method  was  as  follows:  He  took  sticky  clay  and  cut  in  it  characters  as 
thin  as  the  edge  of  a  cash.  Each  character  formed  as  it  were  a  single  type. 
He  baked  them  in  the  fire  to  make  them  hard.  He  had  previously  prepared 
an  iron  plate  and  he  had  covered  this  plate  with  a  mixture  of  pine  resin, 
wax,  and  paper  ashes.  When  he  wished  to  print,  he  took  an  iron  frame  and 
set  it  on  the  iron  plate.  In  this  he  placed  the  type,  set  close  together.  When 
the  frame  was  full,  the  whole  made  one  solid  block  of  type.  He  then  placed 
it  near  the  fire  to  warm  it.  When  the  paste  [at  the  back]  was  slightly  melted, 
he  took  a  perfectly  smooth  board  and  rubbed  it  over  the  surface,  so  that 
the  block  of  type  became  as  even  as  a  whetstone. 

If  one  were  to  print  only  two  or  three  copies,  this  method  would  be 
neither  convenient  nor  quick.  But  for  printing  hundreds  or  thousands  of 
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copies,  it  was  marvelously  [literally  “divinely”]  quick.  As  a  rule  he  kept 
two  forms  going.  While  the  impression  was  being  made  from  the  one  form, 
the  type  were  being  put  in  place  on  the  other.  When  the  printing  of  the  one 
form  was  finished,  the  other  was  all  ready.  In  this  way  the  two  forms  alter¬ 
nated,  and  the  printing  was  done  with  great  rapidity. 

For  each  character  there  were  several  type,  and  for  certain  common 
characters  there  were  twenty  or  more  type  each,  in  order  to  be  prepared 
for  the  repetition  of  characters  on  the  same  page.  When  the  characters 
were  not  in  use,  he  had  them  arranged  with  paper  labels,  one  label  for 
each  rhyme,  and  thus  kept  them  in  wooden  cases.  If  any  rare  character 
appeared  that  had  not  been  prepared  in  advance,  it  was  cut  as  needed  and 
baked  with  [a  fire  of]  straw.  In  a  moment  it  was  finished. 

The  reason  why  he  did  not  use  wood  is  because  the  tissue  of  wood  is 
sometimes  coarse  and  sometimes  fine,  and  wood  also  absorbs  moisture,  so 
that  the  form  when  set  up  would  be  uneven.  Also  the  wood  would  have 
stuck  in  the  paste  and  could  not  readily  have  been  pulled  out.  So  it  was 
better  to  use  burnt  earthenware.  When  the  printing  was  finished,  the  form 
was  again  brought  near  the  fire  to  allow  the  paste  to  melt,  and  then  brushed 
with  the  hand,  so  that  the  type  fell  of  themselves  and  were  not  in  the  least 
soiled  with  clay. 

When  Pi  Sheng  died,  his  font  of  type  passed  into  the  possession  of  my 
[a  later  text  reads  “his”]  followers,  and  up  to  this  time  it  has  been  kept  as 
a  precious  possession. 

Other  Chinese  historians  confirm  the  record  of  Pi  Sheng’ s  inven¬ 
tion.  Types  are  also  reported  to  have  been  made  of  tin,  but  these,  as 
well  as  the  earthenware  types,  did  not  work  well  with  the  water- 
color  ink.  So  wooden  types  were  made,  in  spite  of  the  objections 
which  Pi  Sheng  had  raised  against  them.  There  is  a  record  of  the 
making  of  wooden  types  in  1314  by  Wang  Cheng,  who  first  cut  the 
characters  on  a  block  of  wood  and  then  sawed  them  apart.  Wang  is 
said  to  have  arranged  his  types  in  a  case  in  the  form  of  a  revolving 
table  and  to  have  provided  something  over  sixty  thousand  types  for 
the  printing  of  a  book  on  agriculture,  and  other  works.  But  the  text 
in  which  Wang’s  types  are  described  is  of  uncertain  authenticity,  so 
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the  story  of  how  he  made  his  types  and  of  his  ingenious  revolving 
type  case  requires  confirmation. 

There  is  no  question,  however,  about  the  fact  that  wooden  types 
were  actually  made  in  China,  for  some  of  the  types  themselves  have 
been  discovered.  They  were  found  in  the  caves  at  Tun-huang  by 
Paul  Pelliot,  a  French  archaeologist,  and  are  still  to  be  seen  in  Paris 
and  in  New  York.  They  date  from  the  beginning  of  the  fourteenth 
century  and,  though  made  in  China,  are  in  the  Uigur  script  of  Cen¬ 
tral  Asia.  This  script  was  alphabetic ,  derived  ultimately  from  the 
ancient  Aramaic,  but  the  types  found  are  word  types  and  not  letter 
types.  So  narrowly  did  the  genius  of  the  Far  East  miss  the  pith  of 
Gutenberg’s  invention! 

Our  scene  now  shifts  to  Korea,  a  kingdom  which  had  nominally 
acknowledged  the  sovereignty  of  the  Mongol  Empire,  with  its  kings 
of  the  Koryu  line  occupying  the  throne  under  “appointment”  from 
the  Mongol  khan.  But  with  the  Mongol  overthrow,  Korean  govern¬ 
ment  became  rather  chaotic,  and  things  went  from  bad  to  worse 
until  the  country  was  redeemed  by  the  Korean  hero,  General  Yi. 
Yi  founded  a  new  dynasty  of  rulers,  who  gave  Korea  a  vigorous  and 
enlightened  administration  and  encouraged  literature  and  the  arts. 
In  the  Korean  annals  for  1392 — still  antedating  Gutenberg  by  half  a 
century — we  find  record  of  the  establishment  of  a  department  of 
books,  among  the  responsibilities  of  which  were  “the  casting  of  type 
and  the  printing  of  books.” 

There  are  records  that  printing  with  movable  types  had  been 
known  in  Korea  as  far  back  as  the  first  half  of  the  thirteenth  century, 
and  the  activities  at  the  close  of  the  fourteenth  century  should  per¬ 
haps  be  regarded  as  a  revival  of  a  method  of  printing  which  had 
fallen  into  disuse.  In  this  revival,  however,  the  types  to  be  used  were 
made  of  metal.  The  “department  of  books,”  after  some  delay, 
actually  began  work  in  1403,  in  which  year,  at  the  private  expense 
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of  T’ai  Tsung,  General  Yi’s  son  and  successor  to  the  throne,  “several 
hundred  thousand  type  had  been  cast”  of  bronze. 

Here  in  Korea,  printing  with  movable  metal  type  became  more 
than  an  experiment.  Between  1403  and  1544  there  were  eleven  royal 
decrees  concerning  the  casting  of  new  fonts  of  type.  A  type  of  small 
size  was  produced  in  1420,  but  it  was  found  to  be  difficult  to  read, 
so  a  larger  face  was  cast  in  1434.  In  two  months’  time  over  two  hun¬ 
dred  thousand  type  of  the  new  face  were  produced. 

There  is  no  doubt  that  large  quantities  of  books  were  printed  in 
this  splendid  period  of  Korea’s  history.  A  chronicler  in  1422  ecstatic¬ 
ally  wrote:  “There  will  be  no  book  left  unprinted,  and  no  man  who 
does  not  learn.  Literature  and  religion  will  make  daily  progress,  and 
the  cause  of  morality  must  gain  enormously.  The  T’ang  and  Han 
rulers,  who  considered  the  first  duty  of  the  sovereign  to  be  finance 
and  war,  are  not  to  be  mentioned  in  the  same  day  with  the  sovereign 
to  whom  this  work  is  due.”  A  large  number  of  fifteenth-century 
Korean  incunabula  are  still  to  be  found  in  the  libraries  of  Korean 
and  Japanese  monasteries. 

In  this  same  period,  too,  the  Koreans  came  perilously  close  to  the 
creation  of  types  for  single  letters.  Large  numbers  of  Sanskrit  and 
Tibetan  books  were  imported  by  the  Korean  Buddhist  monks,  and 
the  study  of  foreign  languages  flourished.  Korean  scholars  thus 
learned  to  read  alphabetic  scripts,  and  finally,  in  the  first  half  of  the 
fifteenth  century,  a  Korean  phonetic  alphabet  was  evolved,  based 
largely  on  Sanskrit.  Types  were  actually  cast  for  this  alphabet,  and 
one  book  printed  from  that  type  has  been  recorded.  It  was  printed  in 
1434 — but  the  Koreans,  like  the  Uigurs  more  than  a  century  earlier, 
just  stopped  short  of  going  over  wholly  to  alphabetic  printing.  For 
they  combined  their  new  phonetic  alphabet  with  the  old  Chinese 
ideographs  in  such  a  way  that  each  piece  of  type  carried  a  Chinese 
character  together  with  its  corresponding  Korean  phonetic  symbols. 
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A  method  of  printing  which  was  so  complicated  was  inevitably 
doomed  to  failure. 

The  Koreans  also  developed  a  primitive  type  mold  or  method  of 
casting  types.  Their  types  were  cast  in  sand,  with  wooden  types  used 
as  dies  in  forming  the  sand  matrix,  as  is  recorded  by  Song  Hyon, 
writing  at  the  end  of  the  fifteenth  century.  Some  eighteenth-century 
Korean  types  preserved  in  the  American  Museum  of  Natural  His¬ 
tory,  in  New  York,  give  unmistakable  evidence  in  the  texture  of 
their  metal  surfaces  that  they  were  sand-cast.  In  my  opinion,  when 
set  up  for  printing  they  were  imbedded  in  a  plastic  base  which  was 
ribbed  with  half-round  or  round  rods  which  fitted  into  a  semi-circu¬ 
lar  groove  in  the  feet  of  the  types,  serving  as  guides  to  alignment. 

Printing  with  movable  types  ceased  in  Korea  about  1544  but 
was  resumed  again  for  a  time  in  1770.  The  first  book  printed  in 
Japan  with  movable  types  was  dated  1596,  but  this  method  of  print¬ 
ing  came  to  an  abrupt  end  in  1629.  In  China  the  use  of  movable 
types  continued  through  the  eighteenth  century.  There  are  several 
reasons  why  this  method  of  printing  failed  to  become  permanently 
established  in  those  countries,  even  after  several  centuries  of  use.  In 
the  first  place,  the  Chinese  system  of  writing,  with  its  thousands 
and  thousands  of  separate  characters,  is  unsuitable  for  reproduction 
with  separate  types.  Too  many  types  are  necessary,  and  too  much 
time  and  labor  are  needed  for  the  work  of  composition,  to  say  noth¬ 
ing  of  distribution.  Although  Korea  and  Japan  developed  phonetic 
rather  than  ideographic  systems  of  writing,  tradition  and  usage  had 
so  firmly  established  the  Chinese  ideographs  among  them  that  they 
never  succeeded  in  shaking  them  off  entirely  and  developing  systems 
of  alphabetic  printing.  All  things  considered,  printing  from  charac¬ 
ters  cut  a  page  at  a  time  on  wooden  blocks  wTas  much  more  practical 
and  much  less  expensive  for  private  and  commercial  use.  The  print¬ 
ing  from  movable  types  never  flourished  at  all  in  those  Far  Eastern 
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lands  except  under  governmental  auspices  involving  heavy  subsidies 
from  imperial  or  royal  treasuries. 

Another  reason  for  the  Chinese  preference  for  block  printing 
was — and  still  is — the  Chinese  estimation  of  calligraphy  as  one  of 
the  fine  arts.  A  book  to  be  cherished  by  a  Chinese  scholar  had  to 
offer  him  not  only  a  correct  and  authentic  text,  but  also  the  brush 
strokes  of  a  master  in  the  formation  of  the  characters.  The  beauty 
produced  by  the  masters  of  the  brush  could  be  more  satisfactorily 
reproduced  for  admirers  by  means  of  carefully  cut  wood  blocks  than 
with  separate  wooden  types,  which  had  to  be  used  monotonously 
again  and  again — to  say  nothing  of  metal  types  cast  in  sand. 

The  final  effort  to  print  with  movable  types  in  China  was  a 
glorious  one,  involving  the  casting  of  250,000  copper  type  for  print¬ 
ing  a  Chinese  encyclopedia  which  was  completed,  in  6000  volumes, 
in  1726.  Soon  thereafter  a  serious  deficiency  of  small  coinage  made  it 
necessary  to  melt  down  this  enormous  font  of  type  and  turn  it  into 
cash.  Some  printing  with  wooden  types  was  done  after  that,  but 
with  the  supreme  effort  of  1726  printing  with  movable  types,  either 
of  wood  or  of  metal,  practically  died  out  in  China,  to  be  resumed 
only  in  quite  recent  times  under  European  auspices. 

Much  as  was  achieved  in  the  Orient  in  printing  from  wood 
blocks  and  from  type,  there  is  not  the  slightest  evidence  that  the 
Chinese  inventions  had  any  influence  whatever  on  the  invention  of 
movable  types  in  Europe.  It  was  in  Europe,  with  its  alphabetically 
written  languages,  rather  than  in  the  Far  East,  that  the  invention  of 
typographic  printing  opened  a  new  era  in  the  intellectual  history  of 
all  mankind. 


VII 


Early  European  Woodcuts 


""^RINTING  of  woodcuts  in  Europe  goes  back  quite  certainly 
into  the  fourteenth  century.  The  earliest  work  known  to  us 
from  extant  prints  is  represented  by  pictures  of  religious 
character.  Scenes  from  the  life  of  Jesus  or  of  the  Virgin  Mary,  and 
pictures  of  saints,  accounted  for  the  great  majority.  Some  of  the  lat¬ 
ter  were  combined  with  prayers  for  protection  against  the  plague. 
New  Year’s  greetings  are  found  in  woodcut  form.  The  inevitability 
of  death  was  pictured  in  many  forms,  and  a  series  of  nine  famous 
heroes  was  represented  in  a  number  of  series  of  prints. 

The  original  intention  was  that  the  prints  should  be  colored  by 
hand,  and  they  were  designed  with  that  purpose  in  view.  In  the  nat¬ 
ural  course  of  events,  however,  the  coloring  of  many  was  never 
completed.  As  the  quantity  produced  increased,  more  and  more 
were  left  in  the  black-and-white  form  in  which  they  were  printed. 

But  another  product  of  the  block  printer’s  art  may  well  have 
antedated  the  earliest  prints  of  religious  subjects.  I  refer  to  playing 
cards.  Dice  may  originally  have  been  an  invention  of  the  Egyptians, 
which  was  then  transmitted  eastward  to  China.  Certainly  dominoes, 
which  represented  a  modification  of  dice,  were  of  Chinese  origin,  as 
were  also  playing  cards,  which  were  early  referred  to  as  “sheet  dice” 
or  “flying  dice.”  Cards  were  in  use  in  China  by  the  tenth  century 
and  perhaps  earlier.  Thin  dice,  elaborated  considerably,  became 
known  to  us  a  few  years  ago  as  the  tiles  of  mah-jongg. 

When  St.  Louis  returned  to  France  from  the  Crusades,  he  found 
the  people  addicted  to  the  vice  of  card  playing.  We  have  record  of 
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the  use  of  playing  cards  in  Germany  in  1377.  Gambling,  which  has 
always  seemed  an  inevitable  concomitant  to  card  playing,  became 
so  serious  that  cards  and  their  use  were  forbidden:  at  Nuremberg, 
for  example,  in  1380,  at  Ulm  in  1397,  and  at  Augsburg  in  1400. 
The  vice  of  card  playing  was  widespread  in  France  also,  and  we  find 
a  decree  issued  at  Paris  in  1397  forbidding  working  people  to  play, 
on  working  days,  certain  games,  among  which  cards  and  dice  were 
specified.  The  Synod  of  Langres  in  1404  interdicted  card  playing 
by  the  clergy. 

There  is  a  story,  more  or  less  authenticated,  that  St.  Bernardino 
preached  at  Rome  a  sermon  inveighing  so  eloquently  against  the  sin 
of  gambling  that  the  people  brought  from  their  homes  playing  cards 
and  other  gaming  equipment  and  burned  them  in  the  public  square. 
A  local  card  maker,  believing  his  business  ruined  by  this  change  of 
heart  on  the  part  of  his  customers,  complained  to  the  saint  that  his 
only  means  of  livelihood  was  gone  and  that  he  and  his  family  would 
starve.  St.  Bernardino  handed  him  an  image  of  Jesus,  saying,  “If 
you  know  how  to  paint,  paint  this  image.” 

Of  course,  the  earliest  cards  were  drawn  and  colored  individ¬ 
ually,  perhaps  with  the  aid  of  stencils.  But  the  widespread  popularity 
of  playing  cards  among  the  working  classes  offered  a  potent  incen¬ 
tive  to  the  development  of  some  more  expeditious  and  economical 
method  of  manufacture.  Such  a  method  was,  of  course,  offered  by 
printing  from  woodcuts  and  coloring  the  printed  cards.  We  have 
record  of  the  manufacture  at  Ulm  of  large  quantities  of  playing 
cards  which  were  exported  to  other  cities  of  Europe.  In  1430  an 
artist  stated  in  a  declaration  to  the  tax  office  at  Florence  that  he  was 
the  owner  of  many  wood  blocks  for  the  printing  of  playing  cards 
and  images  of  saints.  We  know  that  playing  cards  were  being 
printed  at  Venice  in  1441,  for  in  that  year  the  importation  of  such 
cards  was  forbidden  as  a  means  of  protecting  local  block  printers. 
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The  oldest  printed  cards  preserved  cannot  be  much  older  than 
1455,  but  in  view  of  the  perishable  character  of  playing  cards,  this 
constitutes  no  disproof  that  they  were  printed  at  much  earlier  dates. 
Let  any  reader  of  this  book  see  how  old  a  pack  of  cards  he  or  she  can 
find  around  the  house. 

Fragments  of  printed  playing  cards  were  found  at  Rome  in  the 
binding  of  a  manuscript  register  of  1465,  indicating  that  the  blocks 
must  have  been  cut  at  a  still  earlier  date.  In  comparatively  recent 
years,  there  has  been  found  a  pack  of  woodcut  playing  cards,  signed 
by  Jean  de  Dale,  or  de  Dalles,  an  engraver  known  to  have  been 
working  at  Lyons  between  1450  and  1480.  Bouchot,  who  reported 
on  their  discovery,  dated  them  about  1470.  Six  of  these  interesting 
playing  cards,  now  in  the  Bibliotheque  Nationale  at  Paris,  are  repro¬ 
duced  on  the  preceding  page. 

While  our  definite  knowledge  regarding  block-printed  playing 
cards  is  far  from  satisfactory,  there  is  yet  reason  to  believe  that  these 
perennially  popular  pasteboards  may  have  contributed  in  an  im¬ 
portant  way  towards  introducing  block  printing  into  Europe. 

As  block  printing  made  playing  cards  available  to  the  poor  as  an 
inexpensive  means  of  amusement,  it  also  made  possible  to  them  the 
ownership  of  sacred  image  prints.  In  the  German-speaking  regions, 
these  prints  were  generally  known  as  Heiligen.  They  met  a  need 
aroused  by  the  growing  wave  of  austere,  puritanical,  and  deeply 
religious  feeling  which  was  pervading  the  lower  and  middle  classes, 
particularly  in  Germany.  It  would  appear  that  the  printing  of 
Heiligen  was  carried  on,  strange  to  relate,  along  with  the  manufac¬ 
ture  of  playing  cards,  the  same  craftsman  producing  the  instrumen¬ 
talities  of  God  and  the  devil !  Both  were  made  by  the  same  process, 
both  were  sold  to  the  same  classes  of  people,  and  both  were  coupled 
together  in  the  Florentine  artists’  declaration  of  1430  and  the  Vene¬ 
tian  edict  of  1441. 


JESUS  IN  THE  GARDEN  OF  OLIVES,  A  BLOCK  PRINT 
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The  practice  of  going  on  pilgrimages  increased  greatly  towards 
the  end  of  the  fourteenth  century,  when  Pope  Boniface  IX  added  to 
the  number  of  authorized  places  to  which  such  pilgrimages  might 
be  made.  Many  woodcut  prints  of  sacred  subjects  were  sold  to  the 
pilgrims,  who  took  them  home  to  insert  into  books  of  devotion  or 
put  up  on  the  wall,  thus  establishing,  in  effect,  private  shrines. 

As  representative  of  the  earliest  extant  woodcuts  Arthur  Hind,  in 
a  recent  masterly  treatise,  lists  four  prints  which  both  provenance 
and  appearance  justify  dating  about  1410.  These  are  the  Rest  on  the 
Wight  into  Egypt,  the  St.  ]erome,  the  St.  Dorothy,  and  the  Martyr¬ 
dom  of  St.  Sebastian.  Hind  believes  these  were  stamped  by  pressing 
the  block,  inked  with  an  oily  ink,  face  down  on  the  paper. 

There  are  other  prints  for  the  dating  of  which  there  is  no  evi¬ 
dence  other  than  their  style  and  technique.  Judging  from  these, 
however,  competent  authorities  agree  in  ascribing  a  not  inconsider¬ 
able  number  of  woodcuts  to  the  first  quarter  of  the  fifteenth  century. 
The  Christ  before  Herod,  two  prints  of  which,  extracted  from  the 
binding  of  an  incunabulum,  are  preserved  in  the  British  Museum,  is 
believed  to  be  of  French  origin,  about  1400.  Another  print  assigned 
by  Schreiber  to  the  same  approximate  date  is  Jesus  in  the  Garden  of 
Olives,  believed  to  be  of  German  origin  and  preserved  today  in  the 
collection  of  the  Bibliotheque  Nationale  at  Paris.  The  dark  back¬ 
ground,  shown  in  my  reproduction  on  page  105,  has  been  painted 
in  on  the  print. 

Almost  as  early  is  a  print  of  two  subjects  on  the  same  block,  the 
! 'Annunciation  and  Nativity,  reproduced  on  page  107  in  the  size  of 
the  original,  which  is  in  the  Graphische  Sammlung  at  Munich.  It  is 
to  be  specially  noted  that  this  block  is  in  the  double-subject  style  of 
the  Apocalypse  block  books,  to  be  later  discussed. 

Prints  of  woodcuts  of  a  slightly  later  period  appear  to  have  been 
made  by  the  method  of  rubbing,  whereby  the  inked  block  is  laid 
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face  up  on  the  work  table,  the  dampened  paper  laid  on  top  of  it,  and 
the  impression  taken  by  rubbing  the  sheet  against  the  block  with  a 
frotton— a  small  cushion  of  cloth  stuffed  with  wool — or  some  other 
similar  implement.  In  this  classification  are  two  dated  prints:  the 
Brussels  Madonna  of  1418  (a  date  which  has  been  questioned),  and 
the  St.  Christopher  of  1423  (a  date  generally  accepted  as  authentic). 
Both  were  printed  in  a  thin  ink  which  today  shows  a  brownish  cast. 

This  brownish,  or  sometimes  grayish,  cast  is  noted  in  many  of  the 
early  prints  and  in  practically  all  the  block  books  printed  by  the 
rubbing  process.  The  brown  cast  indicates  the  use  of  an  iron-gall  ink, 
the  making  of  which  was  described  about  1100  by  Theophilus  in  his 
Diversarum  artium  schedula.  From  this  time  onward,  this  kind  of 
ink  was  in  common  use.  The  ink  may  have  printed  black  at  the  time 
the  prints  were  made.  Permanence  of  the  black  color  in  such  prints 
may  have  resulted  from  addition  of  oak  galls  or  of  carbon,  or  from 
the  use  of  more  oil,  which  would  help  to  prevent  oxidation. 

We  may  pause  here  to  describe  in  some  detail  the  St.  Christopher 
which,  because  of  its  specific  dating  in  the  first  quarter  of  the 
fifteenth  century  as  well  as  for  its  artistic  merit,  is  the  best  known 
of  all  the  early  single  woodcuts.  This  print,  as  Dr.  Guppy  tells  us, 
owes  its  preservation  to  the  fact  that  it  was  pasted  inside  the  oak 
board,  covered  with  undressed  deer  skin,  of  the  binding  of  a  Latin 
manuscript,  Laus  Virginis,  written  in  the  Carthusian  House  at  Bux- 
heim  in  1417,  according  to  a  note  in  the  manuscript  itself.  This 
convent,  one  of  the  oldest  in  Germany,  was  within  fifty  miles  of 
Augsburg,  where  there  is  record  in  1418  of  the  activities  of  a 
Kartenmacher ,  or  playing-card  maker. 

The  print  pictures  St.  Christopher  bearing  the  youthful  Jesus 
across  a  stream.  Dr.  Guppy  writes:  “The  whole  treatment  of  the 
subject  seems  to  breathe  of  the  East,  as  though  it  had  been  suggested 
from  some  Chinese  model.  The  saint  carries  a  palm-tree  as  his  staff. 
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while  the  treatment  of  the  water  is  distinctively  Chinese,  and  the 
perspective  of  the  scene,  or  the  absence  of  it,  points  to  the  same  influ¬ 
ence.  To  the  left  of  the  picture  the  artist  has  introduced,  with  a 
noble  disregard  of  perspective,  a  bit  of  nature.  In  the  foreground  a 
figure  is  seen  driving  an  ass  loaded  with  a  sack  towards  an  overshot 
water  mill,  while  up  a  steep  path  the  miller  is  seen  carrying  a  sack 
from  the  back  door  of  the  mill  towards  a  cottage.  To  the  right  is  a 
hermit,  known  by  the  bell  over  the  entrance  to  his  cell,  holding  a 
lantern  to  direct  St.  Christopher,  as  he  crosses  the  stream.”  To  the 
left  of  the  date,  1423,  is  a  Latin  couplet  which  may  be  translated: 

Each  day  that  thou  the  likeness  of  St.  Christopher  shalt  see 

That  day  no  frightful  form  of  death  shall  ma\e  an  end  of  thee . 

To  understand  the  story  behind  this  picture  it  will  be  helpful  to  ' 
quote  the  legend  of  St.  Christopher  as  it  is  told  by  Voragine  in  the 
Legenda  aurea,  or  Golden  Legend : 

Reprobatus  was  a  heathen  giant  who  was  determined  to  serve  the 
strongest  king  he  could  find.  He  goes  to  the  mighty  Pharaoh  and  serves 
him,  but  whenever  the  devil  is  mentioned  the  king  crosses  himself.  Repro¬ 
batus  perceives  that  he  fears  the  devil,  consequently  he  goes  off  in  search 
of  the  devil  to  serve  him.  Satan  takes  him  into  his  service,  but  one  day 
Reprobatus  sees  the  devil  start  aside  at  a  cross.  Thus  he  sees  there  is  one 
stronger  than  Satan,  so  he  leaves  his  service  and  goes  in  search  of  Christ. 
He  finds  a  hermit  who  orders  him  to  pray.  That  I  cannot  do  says  Repro¬ 
batus.  Then  you  must  carry  travellers  over  the  deep  river.  So  Reprobatus 
who  had  been  a  reprobate  became  Christophorus  and  undertook  his  good 
work.  One  night  a  voice  calls  to  him.  He  goes  out  to  find  a  little  child, 
and  puts  him  on  his  shoulder  to  carry  him  over.  But  the  child  nearly 
weighed  him  down.  When  he  placed  the  child  on  the  other  bank  he  said: 
“You  seemed  to  weigh  as  heavy  as  the  world.”  “Well  said,  Christopher,” 
answers  the  child,  “I  created  the  world,  I  redeemed  the  world,  I  bear  the 
sins  of  the  world,”  and  he  vanished.  Thus  Christopher  saw  that  he  had 
borne  Christ  over  the  river.  It  is  thus  that  St.  Christopher  is  represented! 
in  Western  art. 
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It  should  be  here  pointed  out  that  not  all  the  prints  of  the  early 
fifteenth  century  were  woodcuts.  In  addition  to  intaglio  copperplate 
engravings,  which  will  be  dealt  with  in  a  later  chapter,  metal  blocks, 
cut  to  print  in  relief,  were  frequently  used.  These  were  engraved  in 
much  the  same  manner  as  was  employed  in  cutting  wood  blocks, 
but  the  material  cut  away  was  exactly  opposite  to  that  cut  out  in 
making  black  line  woodcuts,  in  that  the  outlines  of  figures  were  cut 
into  the  block  of  metal,  usually  copper,  showing,  when  printed,  in 
white  against  a  background  of  black.  To  cut  down  the  area  of  black, 
the  backgrounds  were  stippled  or  worked  in  various  patterns,  with 
punches  or  gravers.  Prints  from  such  metal  plates  are  known  as 
dotted  prints,  or  prints  in  the  maniere  criblee,  or  dotted  manner, 
or,  in  German,  Schrotschnitt.  Nail  holes  in  the  corners  of  many  of 
them  indicate  that  they  were  probably  mounted  on  wooden  blocks 
for  printing.  While  most  of  the  metal  cuts  reproduced  white-line 
designs,  a  few  black-line  designs  cut  on  metal  are  found  in  use  dur¬ 
ing  the  latter  half  of  the  fifteenth  century. 

The  engravers  of  such  metal  blocks  were  goldsmiths,  or  allied  to 
that  craft,  rather  than  painters  and  carpenters,  who  co-operated  in 
the  production  of  woodcuts.  It  seems  probable  that  these  goldsmith- 
engravers,  being  of  necessity  men  of  considerable  artistic  ability, 
were  often  responsible  for  the  design  as  well  as  the  production  of 
the  block.  They  worked  with  the  knife,  the  burin,  and  various 
punches  and  stamps  used  to  produce  the  dots  and  ornaments  such  as 
stars,  rings,  fleurs-de-lis,  and  lozenges  pierced  by  a  round  hole.  Dots 
of  different  sizes,  used  to  break  up  black  areas,  are  sometimes  skil¬ 
fully  grouped  to  produce  the  effect  of  modeling  of  figures  or  objects., 
A  network  of  white  lines  was  sometimes  graved  over  a  dotted  area 
to  produce  a  still  lighter  tone. 

A  particularly  fine  example  of  white-line  metal  cut  in  the  dotted 
style,  preserved  in  the  John  Rylands  Library,  is  reproduced  on  page 
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hi.  This  print,  showing  Jesus  on  the  Mount  of  Olives,  with  his 
apostles  behind  him,  is  believed  by  competent  authorities  to  date 
not  later  than  1470. 

Since  this  book  does  not  undertake  to  outline  the  history  of  the 
woodcut,  the  points  already  established  regarding  the  dating  of  the 
earliest  extant  single  prints,  many  years  in  advance  of  the  first 
efforts  looking  towards  the  invention  of  printing  with  movable  types, 
will  suffice  for  our  present  purposes.  It  is  clear  that  the  art  of  cutting 
blocks  of  wood  or  metal  for  relief  printing  was  well  known  in  many 
centers  during  the  first  half  of  the  fifteenth  century. 
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FROM  a  picture  with  a  simple  Latin  couplet  like  the  St.  Chris¬ 
topher  to  a  series  of  pictures  with  a  more  or  less  connected 
text  was  a  simple  step.  When  this  step  was  taken  and  the 
prints  were  bound  together,  the  block  book  had  evolved.  There  have 
been  preserved  to  us  a  considerable  number  of  books  of  this  char¬ 
acter.  The  late  W.  L.  Schreiber,  author  of  the  standard  manual  on 
fifteenth-century  woodcuts,  listed  the  titles  of  thirty-three  different 
books,  but  as  the  blocks  for  some  of  these  were  re-engraved  for  the 
printing  of  a  number  of  successive  editions,  we  therefore  have  to 
deal  with  over  a  hundred  different  series  of  blocks. 

The  purpose  of  the  early  block  books  was  to  popularize  the 
stories  or  teachings  of  the  Bible  in  pictorial  form,  which  even  those 
who  could  not  read,  or  could  read  but  little,  might  comprehend. 
Most  of  them  were  first  made  up  in  hand-drawn  and  handwritten 
form  and  duplicated  in  the  same  manner.  When  die  xylographers 
began  to  cut  the  pages  of  these  books  on  wood  blocks,  they  faced  no 
problems  of  design  or  authorship.  All  they  had  to  do  was  to  obtain  a 
hand-drawn  copy  as  a  model,  trace  it,  and  cut  the  picture  and  letter¬ 
ing  on  the  wood.  Some  of  the  extant  manuscript  forerunners  of  the 
block  books  are  dated  as  early  as  1350. 

The  extent  to  which  the  block  books  followed  the  manuscript 
originals  in  composition  and  text  can  be  judged  by  comparison  of 
two  volumes  of  the  Apocalypse  in  the  John  Rylands  Library,  corre¬ 
sponding  pages  in  which  are  here  reproduced.  A  page  from  a  manu¬ 
script  version  of  about  1350  is  shown  by  the  plate  facing  page  112, 
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while  the  corresponding  page  of  the  block  book  may  be  seen  in  the 
plate  facing  page  113. 

To  our  eyes,  the  illustrations  may  seem  strange  and  perhaps 
irreverent,  though  such  an  intention  was  far  from  the  designer’s 
mind.  As  Dr.  Guppy  points  out,  they  “took  the  Bible  stories  and 
clothed  them  in  a  mediaeval  setting,  so  that  they  might  the  better  be 
understood  by  the  illiterate.  For  example,  we  find  Gideon  arrayed  in 
plate-armour,  with  mediaeval  helmet  and  visor,  and  a  Turkish 
scimitar  in  his  hand.  Or,  we  have  David  and  Solomon  represented 
in  rakish  wide-brimmed  hats  with  high  conical  crowns.  The  transla¬ 
tion  of  Elijah  takes  place  in  a  four-wheeled  vehicle  resembling  a 
farmer’s  waggon,  or  an  early  type  of  motor-car.  The  Israelites  are 
represented  in  slouch  hats,  puffed  doublets,  tight-legged  breeches, 
and  pointed  shoes.” 

Schreiber’s  opinion,  which  was  accepted  by  most  other  writers, 
was  that  none  of  these  could  be  ascribed  to  a  date  much  earlier  than 
1460.  In  view  of  the  fact  that  some  of  these  books  exist  in  hand- 
drawn  and  handwritten  versions  produced  as  early  as  1350,  that  they 
were  popular  in  appeal,  and  that  the  art  of  producing  woodcuts  was 
known  in  1400  and  widely  practiced  in  1425,  this  late  dating  by 
Schreiber,  in  the  absence  of  very  specific  evidence,  has  appeared 
unconvincing.  Because  of  the  wide  differences  in  technique  and  style 
between  editions  of  the  same  book,  a  fairly  wide  spread  in  date  of 
production  would  seem  possible  and  probable.  Informed  opinion  has 
tended  in  this  direction. 

Paul  Kristeller,  who  has  studied  intensively  and  edited  many  of 
the  important  block  books  in  facsimile  reproductions,  considers 
Schreiber’s  dating  of  the  early  editions  far  too  late  and  has  stated  in 
detail  in  several  publications  his  reasons  for  this  belief.  More  recently 
Arthur  Hind,  with  the  resources  and  facilities  of  the  British  Museum 
behind  him,  has  analyzed  the  more  important  block  books  most 
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searchingly  and  has  arrived  at  individual  estimates  of  date  at  strik¬ 
ing  variance  with  Schreiber’s  generalization. 

There  is,  for  example,  one  exceedingly  primitive  block  book,  the 
Exercitium  super  Pater  Noster,  in  which  the  illustrations  are  printed 
from  woodcuts  and  the  text  added  in  manuscript.  The  edition  is 
hence  designated  as  chiroxylographic.  The  costume  is  that  of  the 
Burgundian  court  of  the  second  quarter  of  the  century,  and  this 
feature,  in  conjunction  with  the  technique  of  design  and  cutting,  led 
Hind  to  date  the  book  about  1430  and  hardly  later  than  1440. 
There  was  a  second  edition  with  the  illustrations  printed  from  a  new 
set  of  blocks  and  with  woodcut  text  in  Flemish  and  Latin.  A  similar 
volume,  which  I  have  but  recently  seen,  is  described  in  the  notes. 

The  block  books  of  the  Apocalypse  constitute  a  highly  important 
series.  Both  Hind  and  Kristeller  agree  in  dating  the  first  two  series 
of  blocks  within  the  second  quarter  of  the  fifteenth  century.  Six  dif¬ 
ferent  editions,  printed  from  five  distinct  sets  of  blocks,  have  been 
identified,  the  second  being  printed  from  the  blocks  of  the  first,  with 
page  signatures  added.  Each  page  is  divided  horizontally  into  two 
compartments,  in  each  of  which  is  a  different  subject  telling  picto- 
rially  the  story  of  the  Revelation  of  St.  John  the  Divine. 

The  next  block  book  of  real  importance  is  the  Ars  moriendi,  in 
its  first  edition  second  only  in  artistic  quality  to  the  Apocalypse . 
Twelve  different  editions,  with  certain  variants  between  individual 
copies  of  the  editions,  have  been  identified  and  described  by 
Schreiber.  The  pictures  vary,  but  the  text  continues  relatively  uni¬ 
form.  The  text  appears  in  Latin,  French,  and  German.  Some  edi¬ 
tions  were  printed  on  one  side  of  the  paper,  others  on  both  sides. 
Some  were  printed  in  brownish  ink,  some  in  black  ink. 

The  original  authorship  of  pictures  and  text  is  unknown.  The 
Ars  moriendi  sets  forth  the  art  of  dying  becomingly.  Again  to  quote 
Dr.  Guppy:  “The  object  of  the  book  is  to  describe  the  temptations 


THE  BLOCK  BOOKS 


1 17 

that  beset  the  dying.  The  first  picture  represents  the  dying  man  as 
tempted  by  devils  concerning  his  faith.  The  succeeding  picture 
shows  the  good  angels  who  enable  him  to  remain  steadfast.  In  like 
manner  the  dying  man  is  tempted  by  devils  to  despair,  to  impatience 
and  to  avarice,  but  through  the  help  of  the  angels  he  triumphs  over 
all  his  adversaries.  In  the  last  of  the  series  of  pictures  the  spirit  of 
the  dying  man  is  being  exhaled  from  his  mouth,  and  is  received  by 
the  angels,  to  the  utter  disgust  of  the  baffled  devils  who  display 
frightful  contortions  as  they  beat  a  retreat.” 

This  is  the  most  medieval  of  all  the  block  books,  yet  its  appeal  is 
universal,  for  in  it,  despite  theological  language,  is  heard  the  lyric 
cry  of  the  human  soul  as  it  comes  face  to  face  with  the  unknown. 

The  first  edition  of  the  Ars  moriendi,  which  may  be  dated  about 
1450,  is  a  superior  example  of  engraving,  thought  by  many  author¬ 
ities  to  be  the  work  of  the  “Master  E.  S.”  who  is  known  to  have 
executed  a  notable  series  of  engravings — the  Grotesque  Alphabet  of 
1464.  Over  the  pros  and  cons  of  this  ascription  much  printer’s  ink 
has  been  consumed. 

The  Biblia  pauperum  was  another  block  book  of  wide  popular¬ 
ity.  Ten  block-printed  editions  have  been  identified,  and  there  is  one 
chiroxylographic  copy.  No  title  is  attached  to  these  issues,  but  a 
manuscript  version  of  the  fourteenth  century  opens  with  the  words 
Incipit  Biblia  pauperum ,  and  from  this  the  series  has  derived  its 
name.  The  central  panel  in  each  picture  shows  a  scene  in  the  life  of 
Jesus,  while  on  both  sides  are  parallels  from  the  Old  Testament, 
teaching  the  same  moral  lesson.  It  presented  a  series  of  sermons  in 
pictures,  with  texts  to  refresh  the  memory,  and  proved  highly  valu¬ 
able  to  the  less  learned  among  the  clergy.  Its  original  authorship 
is  variously  ascribed  to  a  monk  named  Wernher,  celebrated  as 
painter  and  poet,  who  was  living  in  1180,  and  to  St.  Ansgarius, 
archbishop  of  Hamburg  in  the  ninth  century. 
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120 


THE  BLOCK  BOOKS 


One  page,  for  example,  advocates  the  necessity  of  curbing 
appetite.  In  the  central  panel  Jesus  is  pictured  resisting  the  tempta¬ 
tion  of  the  devil  in  the  wilderness.  On  one  side  we  see  Adam  and 
Eve  and  the  forbidden  fruit,  and  on  the  other  Esau  receiving  from 
Jacob  the  mess  of  pottage. 

There  are  many  other  block  books  which  cannot  be  here 
described  in  detail,  since  our  interest  is  limited  largely  to  the  earliest 
editions.  Among  the  more  important  may  be  mentioned  the 
Historia  sen  providentia  Virginis  Mariae  ex  Cantico  Canticorum, 
the  Ars  memorandi,  the  Life  of  Saint  Servatius,  the  Symbolum 
apostolicum ,  and  the  Decalogus .  Some  of  the  later  block  books  dealt 
with  secular  subjects. 

The  Netherlands,  which  comprised  roughly  the  present  Holland 
and  Belgium,  constituted  the  region  which  was  most  active  in  the 
production  of  early  block  books,  with  Germany  following  slightly 
behind.  France  did  practically  nothing  in  this  field,  and  Italy  was 
responsible  for  but  one  important  early  block  book. 

The  production  of  block  books  continued  many  years  after  the 
invention  of  printing,  competing  with  typographically  produced 
books  in  certain  fields.  For  small  works  reprinted  many  times  with¬ 
out  change,  the  wood  blocks  had  many  of  the  merits  of  present-day 
stereotypes  or  electrotypes.  We  thus  find  some  comparatively  late 
editions  of  schoolbooks  such  as  the  Latin  grammar  of  Donatus 
xylographically  produced.  Although  it  was  eventually  destroyed  by 
typography,  the  block  book  did  not,  however,  abandon  the  field 
without  a  struggle. 

With  the  trend  of  authoritative  opinion  towards  a  conclusion  that 
the  earlier  of  the  extant  block  books  were  produced  in  the  second 
quarter  of  the  fifteenth  century,  let  us  turn  to  documentary  records 
clearly  or  apparently  relating  to  block  books.  Let  us  here  bear  in 
mind  that  single  copies  only  of  the  earliest  extant  block  books  have 
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been  preserved,  and  that  many  block  books  produced  during  the 
same  period  have  certainly  succumbed  to  the  ravages  of  time  and  the 
mischances  of  fate,  and  are  therefore  represented  by  no  existing  copy. 
This  would  be  particularly  true  of  schoolbooks,  which,  then  as  now, 
were  likely  to  be  “chewed  to  pieces”  in  the  course  of  daily  usage. 
It  is  to  be  noted  that  practically  all  the  early  block  books  which  have 
been  preserved  are  of  a  devotional  character  and  thus  used  and 
treasured  by  adults  rather  than  children. 

The  diary  of  Jean  le  Robert,  abbot  of  Saint- Aubert  at  Cambrai, 
in  the  Netherlands,  shows  that  he  sent  to  Bruges  in  1445  for  two 
copies  of  a  doctrinal  gette  en  molle ,  which  were  purchased  from 
Marquet,  an  escripvand,  or  scribe-vendor,  of  Valenciennes.  In  1551 
the  abbot  sent  to  Arras  a  doctrinal  on  paper,  bought  at  Valenciennes, 
which  was  jette  en  molle  but  was  full  of  errors.  Since  some  of  the 
earliest  doctrinales  were  simple  metal  plates  on  which  appeared  the 
letters  of  the  alphabet,  what  the  abbot  sent  for  might  have  been 
prints  from  duplicate  casts  of  such  alphabet  plates. 

At  Bologna,  Italy,  records  show  the  use  in  1446  by  Zuane  de 
Biaxio,  an  illuminator,  of  forme  de  stampar  donadi  e  salterj,  terms 
undoubtedly  referring  to  wood  or  metal  blocks  for  printing  gram¬ 
mars  or  psalters  as  “cast  in  a  mold,”  and  would  seem  to  refer  to 
booklets  printed  from  plates  cast  from  some  patterns.  Whether  the 
latter  were  wood  blocks  or  not,  we  have  no  way  of  determining. 

In  1450  the  chronicle  of  the  Weidenbach  church  at  Cologne 
records  the  bequest  by  Wymandus  de  Roremundis  of  printed  books 
(libris  impressis)  to  the  value  of  twenty  florins. 

In  1452  the  town  council  of  Louvain  heard  the  petition  of  the 
wheelwrights,  carpenters,  turners,  and  coopers  that  Jan  van  den 
Berghe  should  be  required  to  become  a  member  of  the  carpenters’ 
guild.  The  latter  argued  that  his  work  of  cutting  letters  and  pictures 
(letter en  ende  beelde  prynten ),  which  was  not  among  the  regular 
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crafts  practiced  in  that  city,  was  related  to  the  clergy  more  closely 
than  to  the  guild  of  carpenters.  On  the  showing,  however,  that  other 
printers  of  letters  and  pictures  had  been  previously  assigned  to  mem¬ 
bership  in  the  carpenters’  guild,  Van  den  Berghe  was  ordered  to 
follow  this  precedent.  He  is  known  to  have  continued  work  at 
Louvain  until  1480.  His  reference  to  the  clergy  would  make  it 
seem  likely  that  he  was  cutting  blocks  for  illustrated  books  of 
devotion,  of  the  character  of  the  block  books  already  described. 

These  records  appear  to  show  that,  at  least  as  early  as  1445, 
books  or  pamphlets  of  an  educational  or  devotional  character  were 
available  on  the  market.  The  presumption  that  some  or  all  of  these 
were  block  books  of  one  kind  or  another  seems  inescapable,  espe¬ 
cially  when  viewed  in  the  light  of  the  established  facts  regarding 
typographic  printing,  which  will  be  discussed  in  succeeding  chapters. 

Opinion  is  divided  as  to  whether  these  publications  were  printed 
from  wood  blocks  or  from  engraved  metal  plates,  and  the  question 
may  never  be  finally  resolved.  Both  techniques  were  certainly 
known  and  practiced  earlier  than  1445,  and  the  market  demand 
may  have  been  met  in  one  technique  or  the  other,  and  perhaps  in 
both.  With  a  revision  of  dating  of  the  earlier  of  the  extant  xylo- 
graphic  block  books,  we  are  justified  in  concluding,  on  the  basis  of 
all  the  evidence,  that  printed  books  were  in  circulation  before  the 
earliest  claimed  dates  for  the  production  of  either  pamphlets  or 
books  printed  from  movable  types. 
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DRINTING  as  it  made  its  appearance  in  Europe  in  the  fif¬ 
teenth  century  was  an  altogether  independent  outgrowth  of 
its  own  times  and  conditions.  It  cannot  even  be  said  with 
any  certainty  that  the  idea  of  printing,  though  not  the  processes, 
found  its  way  to  Europe  from  the  Far  East.  It  is  not  impossible, 
of  course,  that  Europeans  in  their  varied  contacts  with  the  Orient 
learned  something  of  printing  and  perhaps  even  saw  documents 
and  books  printed  on  paper.  But  if  they  did,  the  idea — with  the 
possible  exception  of  its  application  in  block  printing — did  not  take 
root  and  grow  on  European  soil.  For  an  idea  is  not  an  invention. 
Leonardo  da  Vinci  had  the  idea  of  the  airplane  in  the  fifteenth 
century,  and  over  fifteen  hundred  years  earlier  than  that,  the  Greek 
scientist  Hero,  of  Alexandria,  had  the  idea  and  even  the  principle 
of  the  steam  engine. 

Two  sets  of  conditions  are  prerequisite  to  the  development  of 
any  creative  idea  into  a  useful  invention.  One  is  the  existence  of 
facilities  and  materials  for  converting  the  idea  into  physical  form. 
The  other  is  a  social  need  or  demand,  or  at  least  a  mental  readiness, 
for  the  invention.  Of  the  two  prerequisites,  the  latter  is  the  more 
essential  for  success,  for  if  society  is  not  ready  for  it  and  does  not 
accept  it,  an  invention  is  to  that  extent  useless  and  cannot  live. 

It  will  be  instructive  to  consider  briefly  the  Europe  into  which 
printing  was  born.  During  the  time  of  its  gestation,  which  we  may 
say  was  between  1436  and  1450,  Germany,  its  birthplace,  was  hardly 
even  a  geographical  term.  Politically  it  was  a  muddle  of  petty  princi- 
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palities  with  no  head  except  that  of  the  shadowy  historical  ghost 
known  as  the  Holy  Roman  Empire.  Italy  was  also  a  mess  of  political 
confusion.  But  the  foundations  of  modern  literature  had  been  laid 
there  by  Dante,  Boccaccio,  and  Petrarch,  who  wrote  in  the  language 
of  the  people  instead  of  in  Latin,  the  language  of  scholars  and  of  the 
church.  Venice  was  then  the  chief  trading  power  in  Europe,  though 
already  threatened  by  the  rising  power  of  the  Turks.  The  French 
were  ending  the  series  of  conquests,  begun  under  Joan  of  Arc  in 
1428,  which  in  1450  finally  ended  the  centuries  of  English  domina¬ 
tion  over  a  large  part  of  the  French  territory.  France  was  still  a 
feudal  association  of  provinces.  Spain  contained  four  Christian  king¬ 
doms,  warring  among  themselves  and  all  four  warring  against  the 
Moorish  kingdom  of  Granada,  which  was  not  conquered  until 
1492.  The  English  realm,  deprived  of  its  French  domain,  was 
reduced  to  its  island  homeland  and  contained  no  cultural  center 
such  as  Venice,  Rome,  or  Paris.  Scotland,  Wales,  and  Ireland  were 
still  independent  countries.  Chaucer,  known  as  “the  father  of  Eng¬ 
lish  poetry,”  had  died  in  1400.  He  wrote  a  language  which  is  hardly 
intelligible  to  ordinary  readers  of  today. 

The  dukes  of  Moscow  were  just  throwing  off  the  yoke  of  the 
Mongolian  Tartars,  and  Russia  was  only  beginning  to  take  form. 
The  Christianizing  of  portions  of  Europe  was  still  in  progress.  Parts 
of  Norway  and  Sweden,  and  even  Denmark,  had  only  recently 
become  Christian.  Prussia,  though  conquered  by  the  Teutons  a  cen¬ 
tury  and  a  half  before,  was  still  a  frontier,  inhabited  by  a  barbarous 
and  pagan  Slavic  people. 

To  Europe,  China  and  India — Asia  generally — were  lands  of 
fancy.  All  that  was  really  known  of  Africa  was  its  Mediterranean 
coast  and  parts  of  Egypt.  Not  until  1487  did  Bartolomeu  Dias  dis¬ 
cover  the  Cape  of  Good  Hope,  and  it  was  ten  years  later  before 
Vasco  da  Gama  sailed  into  the  Indian  Ocean.  All  Europe  was  appre- 


THE  STAGE  SETTING  FOR  TYPOGRAPHY  125 

hensive  before  the  rising  Turkish  power.  Constantinople  fell  to  the 
Turks  in  1453,  and  the  long  tradition  of  Greek  culture,  perpetuated 
for  centuries  at  that  ancient  capital  of  the  Byzantine  Empire,  was 
threatened  with  extinction.  It  was  the  menace  of  the  Turks  across 
the  old  trade  routes  to  the  Orient  that  started  Columbus  on  his 
momentous  voyage  westward  to  find  the  East.  Even  at  the  time  of 
the  death  of  Johann  Gutenberg,  the  existence  of  the  American  con¬ 
tinents  was  still  unknown  and  unsuspected. 

It  is  significant  that  the  first  European  printed  matter  which 
bears  a  date  appeared  in  1454,  the  year  after  the  fall  of  Constan¬ 
tinople,  and  heralded  the  coming  of  a  power  greater  than  the  Turk 
to  save  what  the  barbarian  threatened  to  destroy.  It  might  seem  to 
us  of  today  that  the  time  of  the  invention  of  printing  was  a  dark  and 
desperate  one.  But  quite  on  the  contrary,  it  was  a  time  of  intense 
intellectual  activity.  Forces  in  human  affairs  which  had  been  slowly 
gathering  their  lost  momentum  throughout  the  centuries  of  what  are 
called  the  Dark  Ages  were  culminating  in  the  fifteenth  century  in 
the  Renaissance,  the  great  rebirth.  Minds  were  once  more  becoming 
eager  and  inquisitive.  Scholars  were  active,  studying  not  only  the 
Christian  literature,  but  also  the  pagan  Latin  classics.  Other  scholars, 
fleeing  from  Byzantium  before  the  advancing  Turk,  brought  with 
them  the  treasures  of  Greek  literature  to  a  Europe  which  had  almost 
forgotten  Greece.  An  era  of  exploration  dawned  as  new  oppor¬ 
tunities  were  sought  for  trade. 

Then,  too,  there  was  a  quickening  of  interest  in  orthodox 
religion.  In  the  fourteenth  century  the  Christian  church  was,  as 
Goldschmidt  has  pointed  out,  in  a  state  of  unprecedented  decadence. 
The  Great  Schism  had  brought  about  deterioration  of  churches, 
abbeys,  and  schools,  and  a  great  falling  off  in  the  devotion,  enthusi¬ 
asm  and  discipline  of  the  clergy.  The  renaissance  of  piety  and  energy 
within  the  church  which  followed  upon  the  Councils  of  Constance, 
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Pisa,  and  Basel  had  an  invigorating  influence  on  the  worthwhile 
activities  of  priests  and  monks,  and  among  these  the  writing  and 
binding  of  manuscript  books  came  in  for  an  important  share  of 
their  attention. 

Two  orders,  both  founded  by  Gerard  Groot,  the  Windesheim 
Congregation  and  the  Brothers  of  the  Common  Life,  had  as  their 
primary  aim  the  production  and  dissemination  of  literature,  the 
former  producing  scholarly  works,  and  the  latter  prayer  books, 
schoolbooks,  and  manuals  for  the  common  people.  These  are  typical 
of  fifteenth-century  activities  which  made  it  almost  imperative  that 
an  improved  method  of  producing  books  be  found. 

If  there  had  been  a  darkness  covering  Europe  before,  it  was  the 
darkness  of  a  fog  rather  than  of  night,  and  the  fog  was  now  lifting. 
It  was  under  just  such  circumstances  that  there  existed  in  an  extraor¬ 
dinary  degree  a  social  need  for  printing  to  help  dispel  that  fog.  It 
would  be  difficult  to  name  any  invention  at  any  time  for  which  the 
world  was  more  eagerly  ready. 

Europe  was  fortunate  in  the  middle  of  the  fifteenth  century  in 
having  ready  for  the  inventive  mind  not  only  an  urgent  need  for  the 
service  which  printing  could  render,  but  also  all  the  material  means 
required  for  working  out  the  practical  problems  of  creating  a  new 
craft.  For  any  invention  depends  quite  as  much  on  the  state  of 
knowledge  in  related  arts  as  on  the  creative  idea  in  the  mind  of  the 
inventor.  The  inventor  borrows  one  known  process  here,  finds  a 
suitable  method  or  material  already  in  use  there,  adapts  a  scientific 
principle  from  still  another  source,  and  combines  these  and  other 
available  materials  and  processes  for  his  invention.  The  first  railroad 
cars  were  stagecoaches  adapted  to  run  on  metal  tracks;  the  first 
automobiles  were  buggies  and  surreys  with  mechanical  motive  power 
in  them;  the  first  airplanes  were  adaptations  of  box  kites  with  inter¬ 
nal  combustion  engines  to  keep  them  moving. 
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It  is  of  interest,  therefore,  to  consider  what  the  related  industrial 
arts  had  ready  to  offer  to  the  inventor  of  printing  in  his  quest  for 
the  one  best  way  to  produce  books  quickly  and  economically.  With¬ 
out  any  one  of  the  following  essentials,  printing  as  it  developed  in 
Europe  would  have  been  impossible:  (1)  an  abundant  and  easily 
procurable  substance  such  as  paper  for  taking  printed  impressions; 
(2)  an  ink  that  could  be  applied  to  metal  surfaces  and  transferred 
to  paper  under  pressure;  (3)  a  press  for  bringing  the  inked  metal 
and  the  paper  firmly  into  contact  with  each  other;  and  (4)  all  those 
materials  and  processes  of  the  worker  in  metals  which  could  provide 
a  proper  alloy  for  type  metal  and  which  made  possible  the  cutting 
of  dies  or  matrices,  the  construction  of  molds,  and  a  convenient 
method  of  casting. 

If  paper  had  been  unknown,  printing  could  still  have  been  done 
on  vellum,  though  less  satisfactorily;  had  there  been  no  suitable  ink, 
some  other  kind  of  pigment  might  have  served ;  if  the  principle  of 
the  press  had  not  been  available,  some  other  method  of  bringing  type 
and  paper  together  might  have  been  used.  But  without  the  types, 
the  printing  of  the  European  alphabetical  languages  in  any  serv¬ 
iceable  way  would  have  remained  an  insoluble  problem.  The  very 
essence  of  the  European  invention  of  printing,  therefore,  was  a 
method  of  producing  accurately  proportioned  types  in  the  desired 
quantities  at  a  reasonable  cost. 

Paper,  as  we  have  already  seen,  was  available  in  Europe  and  was 
used  even  for  the  making  of  manuscript  books  for  some  time  before 
the  advent  of  printing.  It  is  significant  that  a  paper  mill  had  begun 
work  at  Strasbourg  about  1430,  or  just  about  the  time  when,  as  we 
shall  see,  Johann  Gutenberg  took  refuge  in  that  town.  The  spread 
of  printing  gave  an  immense  stimulus  to  the  manufacture  of  paper, 
but  even  at  the  very  outset  of  printing,  paper  was  so  abundant  that 
the  material  on  which  to  print  his  books  was  among  the  least  of  the 
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inventor’s  problems.  Availability  of  this  almost  indispensable  mate¬ 
rial  vastly  favored  the  early  development  of  the  typographic  craft. 

For  printing  from  wood  blocks,  the  Europeans,  like  the  Chinese 
before  them,  used  what  may  be  called  a  “water-color”  ink.  The  pig¬ 
ment,  made  from  lampblack  combined  with  gum  or  gluten,  was 
dissolved  in  a  little  water  before  use.  This  was  quite  satisfactory  for 
block  printing,  but  would  not  do  at  all  for  printing  from  metal  types, 
as  the  watery  ink  would  not  “stick”  to  the  metal  surfaces.  We  do 
not  know  exactly  what  kind  of  ink  the  Chinese  and  the  Koreans 
used  with  their  metal  types,  but  it  must  have  been  some  kind  of  oily 
substance  that  could  be  applied  evenly  on  metal. 

In  Europe,  when  printing  was  invented  there,  a  satisfactory  ink 
was  readily  available.  Before  the  close  of  the  fourteenth  century, 
painters  had  begun  the  use  of  drying  oils  and  varnishes  as  vehicles 
for  their  pigments.  The  invention  of  paints  with  a  varnish  base  has 
been  traditionally  credited,  on  the  testimony  of  Vasari,  to  the  Flem¬ 
ish  painter  Jan  van  Eyck  in  the  year  1410.  But  while  it  is  certain 
that  the  artistic  abilities  of  Jan  and  Hubert  van  Eyck  brought 
deserved  attention  to  the  merits  of  their  improved  materials,  it  seems 
probable  that  they  simply  improved  certain  processes  which  were 
already  known.  For  the  Strasbourg  Manuscript,  probably  older  than 
1400,  contains  a  recipe  for  preparing  “oil  for  the  colors”  by  boiling 
linseed,  hempseed,  or  nut  oil  with  certain  dryers.  This  oil,  which  the 
unknown  writer  called  oleum  preciosum,  was,  after  bleaching  in  the 
sun,  of  a  thick  consistency  and  transparent.  But  not  all  painters,  he 
added,  were  familiar  with  it. 

Cennino  Cennini,  in  his  treatise  on  the  arts  written  in  1437, 
speaks  of  painting  in  oils  as  “much  practiced  by  the  Germans,”  indi¬ 
cating  that  the  process  was  not  at  that  time  regarded  as  a  new  inven¬ 
tion.  Alberti,  writing  in  Italy  about  1450,  mentions  “a  new  discovery 
of  laying  on  colors  with  oil  of  linseed  so  they  resist  forever  all  injuries. 
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from  weather  and  climate.”  And  Filarete,  writing  about  1464,  spoke 
of  German  painting  with  linseed  oil  as  a  medium.  As  a  matter  of 
fact,  Theophilus  several  centuries  earlier  (about  1100)  had  given 
directions  for  mixing  colors  with  prepared  linseed  oil,  and  Heraclius 
at  about  the  same  period  described  oil  colors  to  the  admixture  of 
which  driers  were  added.  From  the  sixth  century  onward,  varnish 
made  from  nut  oil  was  used  as  a  protective  finish  over  paintings 
done  in  tempera  or  encaustic.  And  there  are  many  references  in  early 
English  and  continental  documentary  records  and  accounts  men¬ 
tioning  oils  supplied  to  medieval  artists  for  use  in  painting. 

The  production  of  a  suitable  ink,  therefore,  was  a  problem  of  no 
particular  difficulty  to  the  first  experimenter  with  printing  from 
movable  types.  The  oil  paints  of  the  artists  required  only  slight 
adaptation  to  make  them  available  for  printing  on  paper  or  vellum. 

The  ancient  Oriental  printers  did  not  resort  to  the  mechanical 
principle  of  the  press  in  making  impressions  from  their  wood  blocks 
and  types.  They  laid  their  paper  on  the  inked  form  and  took  the 
impression  by  rubbing  or  brushing  down  against  the  form.  The 
early  European  printers  of  block  books  used  the  same  method.  But 
to  the  German  inventor  of  typography  a  press  of  some  kind  seemed 
to  be  the  most  practical  means  of  procuring  a  firm,  even  impression 
from  a  form  of  separate  types.  In  the  earliest  document  alluding  to 
the  invention,  the  record  of  the  Dritzehen  lawsuit  of  1439,  there  are 
references  to  a  presse,  and  no  other  method  of  making  the  impres¬ 
sion  seems  ever  to  have  been  considered. 

For  industrial  applications  of  the  principle  of  the  press  Guten¬ 
berg  did  not  have  far  to  seek.  Screw  presses  were  used  for  the  press¬ 
ing  of  olives  and  wine  grapes,  for  the  printing  of  designs  on  textiles, 
and — in  crafts  closely  associated  with  printing — for  expelling  the 
moisture  from  damp  sheets  in  the  process  of  making  paper,  and  for 
pressing  the  covers  of  manuscript  books  in  the  process  of  binding. 


THE  SION  TEXTILE,  PRINTED  WITH  WOOD  BLOCKS 
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So  all  that  was  necessary  was  to  devise  a  proper  base  on  which  the 
type  might  rest  and  an  impression  member  in  the  form  of  a  platen. 

As  a  matter  of  fact,  the  printing  of  textiles  had  been  a  flourishing 
industry  for  several  centuries  before  Gutenberg’s  time.  The  process 
was  most  frequently  used  in  the  portrayal  of  religious  subjects  for 
altar  cloths  and  other  church  decorations,  which  could  be  produced 
by  this  process  much  more  cheaply  than  tapestries.  Early  printed 
textiles  are  to  be  found  in  a  number  of  museums  or  other  collections 
of  antiquities.  One  of  the  earliest  and  historically  most  important  is 
the  Sion  textile,  reproduced  on  the  opposite  page  from  the  original 
in  the  Historisches  Museum  in  Basel,  which  is  dated  by  competent 
authorities  at  about  the  end  of  the  fourteenth  century. 

Not  only  have  there  been  preserved  specimens  of  early  printed 
textiles,  but  through  a  stroke  of  good  fortune  one  of  the  wood  blocks 
used  for  printing  textiles  was  discovered  in  1898,  in  the  course  of 
demolishing  the  Cistercian  convent  at  La  Ferte-sur-Grosne,  in  the 
department  of  Saone-et-Loire,  France.  Cut  in  relief  upon  this  block 
was  a  depiction  of  part  of  the  scene  of  the  crucifixion,  with  an  in¬ 
scription  of  several  words  in  uncial  letters.  The  large  size  of  the 
block,  which  measures  approximately  nine  by  twenty-four  inches, 
points  to  its  use  for  printing  a  fabric  intended  to  be  viewed  at  a 
distance.  The  costumes  and  arms  of  the  centurion  and  two  soldiers 
shown  in  the  picture  indicate  a  date  in  the  last  quarter  of  the  four¬ 
teenth  century. 

Textiles  were  printed  by  laying  the  cloth  on  a  flat  surface  and 
placing  the  inked  block  face  downward  on  it.  The  block  was  then 
stamped  or  pounded  sufficiently  to  transfer  the  ink  to  the  fabric. 
After  being  re-inked,  the  block  was  laid  down  in  the  next  position, 
and  the  process  was  repeated. 

Finally,  for  the  method  of  producing  the  separate  types,  the 
medieval  workers  in  metals  were  well  prepared  with  processes  which 
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the  inventor  of  printing  could  use  or  adapt  to  his  purposes.  In  fact, 
there  was  nothing  altogether  new  even  about  the  fundamental  idea 
of  separate  types.  The  use  of  them  for  the  imprinting  of  letters  of 
the  alphabet  and  the  successive ,  interchangeable  use  of  them  to  make 
words  and  sentences  was  already  known  in  Europe.  For  this  pro¬ 
cedure  had  been  developed  by  the  bookbinders  for  stamping  letters 
on  their  bindings,  and  these  letters  were  made  in  much  the  same 
form  as  the  gilding  tools  used  by  hand  finishers  today — the  only 
difference  being  that  these  letter  stamps  were  cut  in  intaglio  instead 
of  relief.  Dr.  Franz  Falk  has  made  record  of  lettered  inscriptions  on 
dated  bindings  of  1436,  1442,  and  1451. 

Letter  stamps  for  bookbinders  were  also  cut  in  relief,  as  exempli¬ 
fied  in  the  binding  of  a  fifteenth-century  manuscript  missal  described 
by  Gottfried  Zedler.  On  the  cover  of  this  book  the  word  Missale 
and  the  binder’s  name  Hene  Crans  are  impressed  with  relief  stamps, 
and  a  manuscript  note  inside,  complaining  that  several  of  the  signa¬ 
tures  were  transposed  by  the  binder,  makes  reference  to  that  crafts¬ 
man  as  the  impressor. 

As  early  as  the  thirteenth  century,  metal  founders  had  made  use 
of  single  letters  engraved  in  relief  on  metal  or  on  wood  to  impress  in 
the  sand  in  which  the  molten  metal  was  poured  the  letters  of  an 
inscription  which  was  intended  to  appear  in  relief  on  the  finished 
casting.  Also  in  the  thirteenth  century,  there  is  attributed  to  Etienne 
Boileau,  then  provost  of  Paris,  a  regulation  forbidding  the  guild  of 
metal  founders  to  produce  castings  bearing  legends  similar  to  those 
on  coins  or  seals,  but  making  an  exception  in  favor  of  those  which 
bore  only  letters  impressed  one  at  a  time.  Letter  punches  were  used 
also  by  the  founders  of  bells,  pewter  vessels,  and  other  metal  objects. 
Punches  were  also  used  by  early  engravers  of  dies  for  coins  and 
medals,  some  being  used  for  parts  of  the  design  and  others  for  single 
letters  in  the  inscription. 
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Processes  for  casting  small  objects  in  metal  were  well  known, 
of  course,  to  the  medalists  and  goldsmiths  of  the  time,  both  of  whom 
had  carried  the  art  to  a  high  degree  of  perfection.  It  is  interesting  to 
note,  in  this  connection,  how  often  a  goldsmith  figures  in  the  first 
experiments  at  printing  with  movable  types.  Hans  Dunne,  for  exam¬ 
ple,  plays  a  part  in  the  Gutenberg  lawsuit  at  Strasbourg  in  1439 
as  one  who  had  furnished  the  inventor  with  “what  pertains  to 
printing.”  Waldfoghel  at  Avignon  (see  page  180)  was  a  silversmith, 
Nicolas  Jenson  was  skilled  in  the  making  of  coins,  and  there  are 
other  instances  of  a  like  association.  The  services  of  a  capable  gold¬ 
smith  must  have  been  indispensable  to  the  success  of  experiments 
with  the  whole  process  of  making  small  separate  metal  types.  He 
would  have  been  able  not  only  to  engrave  the  dies  or  punches  for 
the  letters,  but  would  also  have  been  skilled,  from  his  experience  in 
casting  gold  and  silver,  in  methods  of  casting  the  types  in  sand 
molds,  if  indeed  that  process  was  used  in  the  production  of  the  most 
primitive  types. 

So  far  as  engraving  on  metal  was  concerned,  the  art  was  well 
known  at  the  time  when  the  invention  of  printing  was  brewing. 
A  spectacularly  early  testimony  regarding  it  appears  in  the  records 
of  the  dukes  of  Burgundy  under  the  date  of  1398.  A  “block  of  lead” 
costing  twenty-two  livres  was  then  provided  for  the  painter  Jehan 
Malouel  “to  cut  in  it  several  stamps  [or  prints]  necessary  for  making 
the  pictures  of  several  subjects  for  the  said  church” — the  Eglise  des 
Chartreux  at  Dijon.  And  in  another  reference  the  ciripagus  is  de¬ 
scribed  by  Paulus  Paulirinus,  in  a  manuscript  on  the  industrial  arts 
written  between  1459  and  1463,  as  an  artificer  who  engraves  skill¬ 
fully  in  brass,  iron,  or  wood  both  pictures  and  text  with  the  object  of 
printing  them  on  paper. 

We  thus  see  that  the  inventor  of  typography  had  more  or  less  at 
hand,  subject  to  his  observation,  all  the  elements  of  printing  except 
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two.  One  element  which  his  genius  had  to  supply  was  a  satisfactory 
method  of  producing  separate  types  of  such  accurate  quadrature 
that  they  could  be  assembled  easily  and  when  assembled  could  be 
held  firmly  together  so  that  successive  impressions  could  be  made 
from  them  with  reasonable  convenience  and  speed.  This  was  by  no 
means  easy.  The  earliest  specimens  of  printing  clearly  show  several 
stages  of  experimentation  with  various  methods  of  making  dies, 
punching  matrices,  and  casting  the  type.  The  other  element  was  a 
method  of  combining  the  types  so  that  a  series  of  them,  assembled 
to  reproduce  the  letters  of  a  text,  could  be  printed  together  at  one 
impression  and  after  printing  could  be  distributed  and  at  any  time 
re-assembled  in  another  order. 

The  time  was  ripe.  A  re-awakened  Europe  was  demanding  books. 
The  need  for  a  method  of  producing  books  rapidly  and  in  quantity 
was  acute.  The  block  books  already  in  circulation  made  it  clear  that 
books  could  be  produced  in  quantity  by  printing.  The  separate  letter 
stamps  used  by  the  bookbinders  perhaps  suggested  the  one  best 
method — the  most  flexible,  practical,  and  economical  method — of 
composing  texts  for  printing.  The  arts  and  crafts  of  the  period  had 
ready  for  use  or  adaptation  the  materials,  processes,  and  mechanical 
appliances  requisite  for  working  out  the  technique  of  printing.  All 
that  was  needed  was  a  mind  capable  of  grasping  clearly  and  stead¬ 
fastly  the  result  to  be  accomplished  and  then  of  assorting  and  select¬ 
ing  the  essential  elements  and  welding  them  into  a  new  industrial 
engine — the  practical  process  of  printing. 

It  does  not  at  all  minimize  the  importance  of  the  invention  of 
printing  or  the  genius  of  the  inventor  to  point  out  that  the  invention 
was  the  result  of  a  process  of  syndiesis  or  combination  of  known 
elements.  For  that  power  of  the  human  mind  which  can  visualize 
known  and  familiar  facts  in  new  relations,  and  their  application  to 
new  uses — the  creative  power  of  synthesis — is  one  of  the  highest  and 
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most  exceptional  of  mental  faculties.  Others  had  seen  the  need  which 
Gutenberg  saw,  and  others  had  experimented  with  printing  and 
had  at  their  disposal  all  the  elements  essential  to  success.  But  with 
every  condition  favorable  towards  the  middle  of  the  fifteenth  cen¬ 
tury,  the  invention  of  printing  still  awaited  the  patient  labor  of  a 
man  with  a  truly  creative  mind. 


X 


Johann  Gutenbergs  Invention 


N  the  cultural  history  of  mankind  there  is  no  event  even 
approaching  in  importance  the  invention  of  printing  with  mov- 
,  able  types.  It  would  require  an  extensive  volume  to  set  forth  even 
in  outline  the  far-reaching  effects  of  this  invention  in  every  field  of 
human  enterprise  and  experience,  or  to  describe  its  results  in  the  lib¬ 
eration  of  the  human  spirit  from  the  fetters  of  ignorance  and  super¬ 
stition.  The  mighty  power  of  the  printed  word  to  influence  human 
thought  and  action,  for  good  or  ill,  has  seldom  been  more  clearly 
shown  than  in  our  own  day  and  age,  when  we  see  the  governments 
of  great  nations  enforcing  a  rigorous  control  or  even  suppression  of 
the  press  as  a  necessary  means  of  controlling  the  opinions  and  activ¬ 
ities  of  their  people.  Since  printing  has  exerted  so  immense  an  influ¬ 
ence  upon  the  course  of  civilization,  the  question  of  who  invented  it 
becomes  one  of  high  historical  interest  and  importance. 

We  have  seen  that  printing,  and  even  printing  with  movable 
types,  had  been  practiced  in  China  and  other  Oriental  lands  long 
before  the  appearance  of  printing  in  Europe.  But  we  have  also  seen 
that  in  those  Far  Eastern  lands  the  conditions  were  unsuitable  for 
the  acceptance  of  printing,  so  that  the  invention  did  not  take  root 
and  flourish  there.  From  the  point  of  view  of  its  effects  on  history, 
printing  as  it  was  done  in  China  was  sterile.  The  epochal  event  was 
the  appearance  of  printing  in  Europe,  about  the  middle  of  the  fif¬ 
teenth  century. 

Yet  the  first  appearance  of  the  printed  word  in  Europe  was  so 
unobtrusive  that  it  left  no  clear  historical  traces  of  its  beginning. 
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Before  the  end  of  the  fifteenth  century,  the  fame  of  the  new  art  of 
printing  was  reverberating  throughout  Europe.  But  in  spite  of  the 
fact  that  the  first  printer  had  in  his  hands  the  very  tools  of  advertise¬ 
ment  and  publicity,  he  remained — deliberately,  it  would  seem — in 
nameless  obscurity.  So  we  are  left  in  almost  total  ignorance  of 
just  how  and  where  printing  actually  was  first  begun.  And  when 
the  question  is  asked,  “Who  invented  printing?”  the  answer  must 
be  that  we  do  no  not  know  with  conclusive  certainty  what  man  first 
made  types  in  Europe  and  printed  with  them. 

As  to  the  identity  of  the  inventor  of  printing,  historical  research 
has  amassed  a  considerably  body  of  evidence,  a  very  small  proportion 
of  which  is  direct  evidence,  most  of  it  being  indirect  and  circum¬ 
stantial.  This  evidence  has  been  sifted  and  resifted  until  it  can  safely 
be  said  that  no  smallest  item  of  it  has  escaped  searching  and  critical 
examination  by  competent  scholars.  From  this  evidence  there 
emerges  the  figure  of  Johann  Gutenberg,  of  Strasbourg  and  Mainz, 
as  the  most  firmly  established  claimant  to  the  honor  of  being  the 
inventor  of  printing. 

Johann  Gansefleisch,  or  Gensfleisch,  who  according  to  the  then 
prevailing  custom  used  his  mother’s  family  name,  Gutenberg,  was 
born  at  Mainz  of  a  patrician  family  about  1400.  In  his  early  man¬ 
hood  an  uprising  of  the  popular  faction  in  the  city  resulted  in  the 
banishment  of  his  family  from  Mainz.  It  may  have  been  about  1430 
that  Gutenberg,  in  exile,  took  up  residence  in  Strasbourg,  where  he 
seems  for  a  time  to  have  lived  in  comparatively  easy  circumstances 
on  an  inherited  income. 

It  is  from  Strasbourg  that  we  get  the  first  faint  hint  that  Guten¬ 
berg  was  beginning  his  experiments  with  printing.  In  1439  we  find 
him  engaged  in  a  lawsuit  there.  From  the  documents  in  the  case,  so 
far  as  copies  of  these  have  been  preserved,  we  learn  that  a  few  years 
previously  he  had  entered  into  a  partnership  with  two  associates  to 
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engage  in  several  crafts  in  which  Gutenberg  was  to  instruct  the 
others.  On  the  death  of  one  of  the  partners,  his  brother  demanded 
that  he  be  admitted  to  the  partnership,  or  else  that  the  capital  in¬ 
vested  by  the  deceased  partner  be  refunded.  About  forty  witnesses 
testified  in  the  case,  and  the  testimony  of  sixteen  of  them  has  been 
preserved.  But  in  all  this  testimony  there  are  only  the  most  casual 
references  to  the  enterprises  in  which  the  partners  were  engaged. 
These  references,  obscure  though  they  are,  can  quite  convincingly 
be  interpreted,  however,  as  showing  that  Gutenberg  and  his  asso¬ 
ciates  were  actively  engaged  in  working  out  some  kind  of  a  process 
resembling  printing. 

What  later  became  of  the  partnership  and  its  enterprises,  we  do 
not  know.  The  case  against  Gutenberg,  however,  was  dismissed  by 
the  court  for  the  reason  that  the  partnership  agreement  provided  for 
the  manner  in  which  a  deceased  partner’s  interest  should  be  disposed 
of,  and  that  the  plaintiff  had  no  case  until  the  time  came  for  the 
dissolution  of  the  partnership  according  to  the  agreement. 

In  1441  Gutenberg  borrowed  a  sum  of  money  from  the  funds  of 
the  parish  of  Saint  Thomas  in  Strasbourg  and  presumably  used  it 
in  furthering  his  work.  Then  for  nearly  five  years  there  is  no  record 
of  him.  In  1448,  however,  he  was  back  in  Mainz,  having  finally 
decided  to  take  advantage  of  a  permission  to  return  which  had  been 
granted  to  him  many  years  before.  Strasbourg  at  that  time  was 
threatened  by  disturbances  arising  out  of  the  Peasants’  War  in 
France,  and  Gutenberg  may  have  found  it  an  unsuitable  place  in 
which  to  continue  his  experiments.  In  1448,  in  Mainz,  he  negotiated 
another  loan  through  a  relative  for  150  gulden,  a  considerable  sum 
of  money  for  those  days.  Then  for  another  period  of  nearly  five  years 
the  records  are  silent  about  him. 

Finally,  in  1455,  Gutenberg  reappeared  in  history,  and  once  more 
as  the  defendant  in  a  lawsuit.  From  the  records  in  this  case  it  is  clear 
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that  in  1450  he  had  borrowed  the  impressive  sum  of  eight  hundred 
gulden  from  Johann  Fust,  a  goldsmith  and  capitalist  of  Mainz,  the 
purpose  being  “to  finish  the  work."  Toward  the  end  of  1452,  Fust 
advanced  eight  hundred  gulden  more,  this  time  with  an  agreement 
that  he  was  to  share  as  a  partner  in  Gutenberg’s  enterprise.  In  the 
lawsuit  of  1455  Fust  sued  to  recover  the  total  amount  of  money 
advanced,  together  with  interest,  the  total  amounting  then  to  a  little 
over  two  thousand  gulden.  Fust  also  demanded  the  forfeiture  to 
him  of  the  tools  and  equipment  which  were  made  with  the  proceeds 
of  the  first  loan. 

In  this  case  we  find  quite  specifically  that  the  enterprise  in  ques¬ 
tion  was  printing.  In  Gutenberg’s  reply  to  Fust’s  demands  there  is 
mention  of  expenditures  for  workmen’s  wages,  for  house  rent,  for 
parchment,  paper,  ink,  and  so  on,  and  also  of  money  to  be  devoted 
to  “the  work  of  the  books.’’  For  Fust  his  later  partner  and  son-in-law, 
Peter  Schoeffer,  appeared  as  a  witness,  and  there  appeared  for  Guten¬ 
berg  two  of  his  employees,  Bertolf  von  Hanau  and  Heinrich  Keffer, 
who  are  probably  the  men  we  later  find  working  as  printers  at  Basel 
and  Nuremberg.  The  whole  case  gives  the  impression  of  being  con¬ 
cerned  with  a  loan  of  a  large  sum  of  money  advanced  to  finance  a 
printing  project  of  considerable  importance. 

There  is  no  record  of  the  outcome  of  Fust’s  suit,  but  later  events 
make  it  seem  likely  that  Fust  became  the  owner  of  at  least  so  much 
of  the  printing  equipment  as  had  been  acquired  or  made  with  his 
first  eight  hundred  gulden.  At  any  rate,  when  printing  finally 
emerged  from  experimental  obscurity,  Fust  and  Schoeffer  in  part¬ 
nership  were  the  outstanding  printers  at  Mainz. 

Gutenberg,  on  the  other  hand,  seems  to  have  become  bankrupt 
after  the  breach  with  Fust.  The  account  books  of  the  parish  of  Saint 
Thomas  in  Strasbourg  show  that  his  regular  payment  of  interest  on 
his  loan  ceased  about  1457  and  never  was  resumed.  In  1461  the 
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parish  laid  a  complaint  against  Gutenberg  before  the  imperial  court 
sitting  at  Rottweil,  but  without  effect.  If  Gutenberg  was  engaged  in 
printing,  or  in  any  other  form  of  business,  after  Fust  foreclosed  on 
him,  there  is  no  direct  evidence  of  it,  but  it  is  a  not  unreasonable 
conjecture  that  he  may  have  operated  a  small  printing  shop,  although 
not  very  successfully  from  the  financial  standpoint. 

On  January  17,  1465,  Archbishop  Adolf  of  Mainz  appointed 
Gutenberg  as  his  servant  and  courtier  for  life  by  reason  of  the 
“grateful  and  willing  service  which  he  had  rendered  to  him  and 
to  his  order  [Stiff]  and  may  and  will  render  in  the  future.”  Whether 
this  was  for  political  service  in  support  of  Adolf’s  cause  or  a  reward 
for  his  achievements  in  the  typographic  field,  we  have  no  certain 
means  of  knowing. 

From  a  document  dated  February  26,  1468,  we  learn  that 
Dr.  Konrad  Humery,  of  Mainz,  gave  a  quittance  to  the  archbishop 
for  “certain  forms,  letters,  instruments,  tools,  and  other  things  be¬ 
longing  to  the  work  of  printing  which  Johann  Gutenberg  left  after 
his  death,  and  which  were  and  still  are  mine.”  From  this  it  appears 
that  Humery  at  some  time  or  other  had  procured  for  Gutenberg 
some  printing  equipment  with  which  to  work.  From  it  we  also  can 
fix  with  reasonable  certainty  the  date  of  Gutenberg’s  death,  which 
must  have  occurred  somewhat  earlier  than  the  date  of  the  Humery 
document.  But  where  Gutenberg  died,  and  the  place  of  his  burial, 
are  as  deeply  hidden  from  us  as  the  other  facts  of  his  life.  There  was 
a  tradition  that  his  remains  were  interred  in  the  Church  of  Saint 
Francis  at  Mainz,  and  that  Adam  Gelthus,  a  relative  and  friend, 
caused  a  tablet  to  be  erected  to  his  memory  with  an  inscription,  thus 
translated:  “To  Johann  Gensfleisch,  the  inventor  of  the  art  of  print¬ 
ing  and  deserver  of  the  highest  honors  from  every  nation  and  tongue, 
Adam  Gelthus  places  this  tablet  in  perpetual  commemoration  of  his 
name.”  But  the  church  was  torn  down  in  1742,  and  later  search  on  its 
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site  for  the  tomb  (and  tablet,  if  there  was  one)  has  been  fruitless 
up  to  the  present  time. 

Just  thirty  documents,  of  accepted  authenticity,  have  been  dis¬ 
covered  to  give  contemporary  evidence  of  the  facts  of  Gutenberg’s 
life.  Only  three  of  these  (the  Strasbourg  lawsuit,  the  Fust  lawsuit, 
and  the  Humery  quittance)  contain  anything  which  refers  to  print¬ 
ing.  Some  relate  to  Gutenberg’s  borrowing  money,  others  are  con¬ 
cerned  with  annuities  payable  to  Gutenberg,  to  duties  paid  by  him 
in  Strasbourg  on  a  large  store  of  wine,  to  a  suit  brought  against  him, 
presumably  for  breach  of  promise,  by  Anna  zu  der  Iserin  Thure,  a 
noble  lady  of  Strasbourg,  and  to  the  arrest  in  Strasbourg  of  the  secre¬ 
tary  of  the  city  of  Mainz  whom  Gutenberg  sought  to  hold  as  a 
hostage  for  a  debt  claimed  to  be  due  him  from  that  city.  If  there 
were  nothing  else  upon  which  to  rest  the  case,  the  claim  that  Guten¬ 
berg  was  the  inventor  of  printing  would  indeed  be  questionable.  But 
quite  aside  from  the  documents,  there  are  two  other  sources  from 
which  is  drawn  evidence  which  gives  significant  weight  to  the  claim. 
These  sources  are  the  surviving  specimens  of  printing  produced  in 
Gutenberg’s  time,  and  the  practically  unanimous  testimony  of  con¬ 
temporary  writers  to  the  effect  that  he  was  the  inventor. 

When  we  come  to  consider  the  earliest  products  of  the  German 
press,  we  find  that  they  are  represented  only  by  fragments,  no  one 
of  which  bears  any  indication  of  the  name  of  the  printer,  the  place 
of  printing,  or  the  date  of  issue.  Many  of  these  fragments  have  sur¬ 
vived  only  because  some  fifteenth-century  binders  found  them  handy 
for  use  in  making  their  bindings  of  other  books.  These  precious 
scraps  of  parchment  or  paper  have  been  subjected  to  the  most  pains¬ 
taking  examination,  and  innumerable  scholarly  articles  or  mono¬ 
graphs  have  been  written  about  them.  Though  there  are  many 
differences  of  opinion  about  details,  they  all  have  been  found  to  have 
one  characteristic  in  common:  we  are  able  to  associate  all  the  types 
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used  in  them  with  types  which  were  later  used  by  known  printers 
who  were  all  located  at  Mainz  or  in  the  immediate  vicinity. 

This  does  not  mean,  of  course,  that  these  fragments  were  all 
printed  with  the  same  type.  It  does  mean,  however,  that  they  were 
printed  with  various  fonts  of  type  which  show  such  close  resem¬ 
blances  in  detail  as  to  indicate  that  they  all  originated  in,  or  were 
developed  from,  a  common  pattern  or  design.  The  obvious  modifica¬ 
tions  of  this  design  may  mean  that  the  differing  types  of  our  frag¬ 
ments  may  have  been  made  by  different  hands  at  different  times. 
But  the  basic  features  of  the  design  appear  so  markedly  in  all  the 
modifications  as  to  demonstrate  their  derivation  from  one  and  the 
same  creative  idea. 

The  sequence  in  time  of  these  fragments  can  be  determined  only 
by  deduction  from  what  is  known  of  the  types  used  in  them — the 
condition  of  the  types  with  respect  to  wear,  the  degree  of  skill  shown 
in  setting  them,  and  the  progressive  modifications  in  their  forms  in 
the  direction  of  improvement.  The  sequence  of  development  ends 
in  the  type  known  as  that  of  the  36-line  Bible,  which  was  certainly 
printed,  at  Mainz  or  at  Bamberg,  not  later  than  1460.  The  same 
types  are  also  known  to  have  been  in  the  hands  of  Albrecht  Pfister 
at  Bamberg  and  used  by  him  in  books  printed  in  1461  and  1462. 
The  types  of  the  fragments,  through  all  their  variations,  are  there¬ 
fore  generically  known  as  the  36-line  Bible  types. 

These  36-line  Bible  types  are  classified  by  German  scholars  (who 
are  the  outstanding  specialists  in  the  study  of  them)  as  having  passed 
through  three  successive  states  of  development:  (1)  the  types  of  the 
Paris  Donatus;  (2)  the  types  of  the  astronomical  calendar;  and  (3) 
the  types  of  the  36-line  Bible.  Within  each  “state”  there  are  a  num¬ 
ber  of  minor  variations. 

It  is  the  consensus  of  present-day  bibliographical  judgment  that 
the  earliest  and  most  primitive  of  these  fragments  which  have  been 
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preserved  to  us  is  a  part  of  a  single  leaf  of  a  sibylline  poem  in  Ger¬ 
man.  This  precious  scrap  of  paper  is  generally  referred  to  as  the 
“Fragment  of  the  World  Judgment”  because  of  the  fact  that  the 
particular  portion  of  the  poem  which  it  contains  deals  with  the  Last 
Judgment.  It  was  found  in  Mainz  about  1892  and  some  ten  years 
later  became  the  property  of  the  Gutenberg  Museum  in  that  city, 
where  it  is  most  carefully  preserved. 

From  the  position  of  the  watermark  in  this  fragment  (see  the 
illustration  on  page  71)  it  has  been  possible  to  compute  its  probable 
position  in  the  full  sheet,  and  from  the  known  text  of  the  complete 
poem  it  has  been  estimated  that  the  book  from  which  the  fragment 
was  cut  was  originally  made  up  of  37  leaves,  or  74  pages,  with  28 
type  lines  to  a  page.  No  trace  of  any  other  leaves  of  this  book  has 
ever  been  found.  The  fragment  itself  shows  signs  of  having  been 
used  in  the  making  of  a  bookbinding,  and  it  is  not  impossible  that 
other  portions  of  the  same  book  are  still  hidden  away  in  some  old 
fifteenth-century  binding  which  has  not  yet  been  dissected. 

As  the  “Fragment  of  the  World  Judgment”  is  considered  more 
primitive  in  its  type  forms  and  in  the  technique  of  its  composition 
than  the  other  fragments  still  to  be  mentioned,  it  is  believed  to 
belong  to  the  very  earliest  years  of  experiments  with  printing.  Gott¬ 
fried  Zedler  concludes  that  it  was  printed  between  1444  and  1447,  or 
just  at  the  close  of  Gutenberg’s  sojourn  in  Strasbourg.  There  is  some 
speculation  in  this  deduction,  of  course,  but  there  is  much  more 
evidence  in  favor  of  this  conclusion  than  against  it.  Competent 
authorities  therefore  regard  it  as  the  earliest  piece  of  printing  with 
movable  types  now  extant,  and  as  such  it  is  a  very  precious  document 
indeed.  A  reproduction  of  it  faces  this  page. 

Closely  related  to  the  “World  Judgment”  fragment  in  type 
and  technique  are  certain  fragments  from  pages  of  copies  of  Aelius 
Donatus’  widely  used  Latin  grammar,  which  was  a  standard  text- 
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book  of  its  time.  Three  different  issues  of  this  work  belong,  on  excel¬ 
lent  authority,  to  the  period  before  1458,  arranged  in  order  of  time 
according  to  the  peculiarities  of  their  types.  The  earliest  of  the  three 
is  represented  by  two  full  leaves  printed  on  parchment,  the  second 
by  two  very  small  parchment  fragments,  and  the  third  by  another 
pair  of  full  parchment  leaves.  The  remains  of  the  first  two  issues  are 
preserved  in  the  Preussische  Staatsbibliothek  at  Berlin.  The  two 
leaves  of  the  third  issue,  which  first  were  brought  to  light  about 
1800,  are  in  the  Bibliotheque  Nationale  at  Paris.  The  types  in  this 
group  are  generally  known  as  the  “Paris  Donatus”  types,  from  the 
pages  in  which  they  were  first  studied. 

The  earliest  representative  of  the  second  “state”  of  the  36-line 
Bible  type  is  a  large  piece  of  parchment,  nine  inches  wide  by  nearly 
two  feet  long,  in  two  segments.  It  was  discovered  in  1901  in  an  old 
bookbinding  in  Wiesbaden  and  contains  a  portion  of  a  single-sheet 
astronomical  calendar  or  ephemeris.  It  bears  no  indication  of  the 
year  for  which  it  was  printed,  but  astronomical  calculations  from  the 
data  it  contains  lead  many  authorities  to  relate  it  to  the  year  1448. 
If  this  is  so — and  the  sequence  of  many  other  identified  pieces  of 
printing,  in  their  relation  to  issues  of  known  date,  makes  it  quite 
possible — the  calendar  was  printed  at  the  end  of  1447.  It  seems  to 
have  been  printed  with  a  freshly  cast  type,  and  its  typographical 
execution  gives  evidence  of  considerable  previous  experience  with 
type  and  printing. 

Who  was  responsible  for  the  production  of  these  specimens  of 
printing  in  its  primitive  or  formative  state?  The  only  man  whom  we 
can  so  much  as  suspect,  on  the  basis  of  existing  evidence,  of  being 
interested  in  or  engaged  in  the  practice  of  printing  in  Mainz  or  in 
that  vicinity  at  that  period  was  Johann  Gutenberg.  The  majority  of 
scholars  unite  in  ascribing  the  “World  Judgment,”  the  three  issues 
of  the  Donatus,  and  the  astronomical  calendar  to  Gutenberg’s  experi- 
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mental  workshop,  whether  the  work  on  them  was  actually  done  by 
Gutenberg  in  person  or  by  his  associates. 

Bear  in  mind  that  the  “World  Judgment,”  a  book  of  seventy- 
four  pages  or  thereabouts,  was  set  in  type  and  printed  a  full  ten  years 
before  the  probable  date  of  the  42-line  Bible  (the  so-called  Guten¬ 
berg  Bible),  which  has  been  widely  celebrated  as  the  first  book 
printed  in  Europe.  There  were  also  at  least  sixteen  additional  issues 
of  the  Donatus,  as  well  as  a  number  of  other  minor  pieces  of  print¬ 
ing  which  appeared,  in  all  probability,  before  that  Bible.  Then  again, 
we  must  realize  that  the  primitive  issues  of  the  press  which  are 
known  to  us,  largely  through  the  preservation  of  fragments,  proba¬ 
bly  represent  only  a  small  proportion  of  all  that  was  printed  then, 
most  of  which  has  disappeared  without  trace. 

On  the  basis  of  all  this  evidence  it  seems  likely  that  printing  was 
being  done  at  Strasbourg  and  later  at  Mainz  for  a  period  of  at  least 
ten  years  before  the  appearance  of  the  celebrated  Bible.  The  same 
evidence  shows,  too,  that  this  earliest  printing  was  experimental  or 
in  a  state  of  development,  with  improvements  constantly  being 
made.  This  accords  perfectly  with  what  we  know  of  the  develop¬ 
ment  of  other  inventions.  The  first  telephone  was  not  a  perfect  in¬ 
strument,  nor  was  the  first  phonograph,  nor  the  first  radio.  It  would 
be  unreasonable  to  assume  that  the  art  of  printing  sprang  at  once 
full-grown  and  perfect  from  the  mind  of  its  inventor.  And  it  is  no 
detraction  from  the  fame  of  the  inventor  to  point  out  that,  begin¬ 
ning  with  a  great  creative  idea,  he  had  to  find  his  way  toilsomely  to 
the  means  of  making  his  idea  take  effective  form.  The  greatest  honor 
we  can  attribute  to  the  name  of  Gutenberg  is  to  say  that  he  pro¬ 
duced  that  74-page  “World  Judgment”  ten  years  or  more  before 
the  appearance  of  the  great  Bible  on  which  his  fame  has  been  mis¬ 
takenly  made  to  rest.  For  in  that  first  production  he  was  blazing  the 
way  into  virgin  territory,  encountering  problems  the  difficulty  of 
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which  we  can  only  surmise,  and  evolving  from  his  own  mind  the 
fundamental  principles  of  that  art  which  of  all  arts  has  made  the 
greatest  impress  on  civilization. 

If  scholars  are  correct  in  determining  the  date  of  the  calendar 
which  has  been  ascribed  to  1448,  it  was  printed  at  about  the  middle 
of  that  period  of  nine  years  (1444-1453)  during  which  Gutenberg, 
his  activities  and  even  his  whereabouts,  almost  wholly  disappear 
from  our  scanty  knowledge  of  him.  But  there  have  been  recorded  no 
fewer  than  sixteen  issues  of  the  Donatus  printed  with  the  so-called 
“calendar”  type,  showing  that  the  inventor  and  his  associates  were 
decidedly  active  in  carrying  forward  the  invention  of  printing.  These 
grammars  were  all  printed  on  vellum  and  show  in  some  cases  a 
marked  improvement  over  the  first  three  in  printing  technique. 

It  has  been  shrewdly  suggested  that  in  those  beginning  years  the 
inventor  devoted  himself  to  the  solution  of  technical  problems  and 
left  to  his  associates  the  first  efforts  to  put  printing  to  practical  use. 
We  know  that  Gutenberg  at  Strasbourg  was  imparting  instruction 
in  his  “secret”  art  in  return  for  the  investment  of  rather  large  sums 
of  money  by  his  partners.  It  is  certainly  plausible  to  suppose  that 
those  Strasbourg  partners,  and  probably  other  men  later  associated 
with  Gutenberg,  tried  to  turn  their  new  craft  to  profitable  use  by 
printing  the  various  editions  of  the  Donatus  which  we  have  noticed, 
as  well  as  other  works  which  may  have  been  in  demand.  The  very 
imperfections  in  their  work  would  then  have  suggested  to  the 
inventor  new  ways  of  improving  the  technique  of  types  and  their  use. 

The  dates  of  many  of  the  earliest  products  of  the  European  press 
are  matters  of  conjecture.  The  first  dated  piece  of  printing  preserved 
to  us  appeared  in  1454,  which  is  thus  the  earliest  date  that  can  be  set 
beyond  any  speculation  or  controversy.  In  that  year  four  different 
issues  of  a  papal  indulgence  appeared  in  printed  form.  The  occasion 
was  historic.  Constantinople  had  fallen  to  the  Turks  the  year  before. 
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At  the  solicitation  of  the  king  of  Cyprus,  Pope  Nicholas  V  granted 
indulgences  to  those  of  the  faithful  who  should  aid  with  gifts  of 
money  the  campaign  against  the  Turks.  Armed  with  papal  author¬ 
ity,  Paulinus  Chappe,  as  representative  of  the  king  of  Cyprus,  went 
to  Mainz  to  raise  money  for  this  cause.  Ordinarily,  these  indulgences 
would  have  been  written  out  by  hand,  but  in  this  case,  as  there  were 
a  considerable  number  to  be  distributed,  the  aid  of  the  new  art  of 
printing  was  enlisted,  and  forms  were  printed  with  blank  spaces  left 
for  filling  in  the  dates,  the  names  of  the  donors  to  whom  they  were 
issued,  and  other  details. 

All  these  printed  indulgences  which  have  been  discovered  look 
remarkably  alike,  but  on  close  examination  we  find  that  three  of  the 
issues,  although  differing  in  slight  details  of  spelling,  are  alike  in 
having  31  lines  of  type,  while  the  fourth  issue  has  30  lines.  It  was 
then  recognized  that  the  type  in  the  31 -line  indulgences  was  differ¬ 
ent  from  that  in  the  30-line  issue — different,  yet  so  similar  that  they 
could  indicate  only  the  independent  use  of  similar  types  by  different 
printing  offices. 

The  3 1 -line  indulgences  make  use,  in  addition  to  the  small  type 
in  which  their  text  is  set,  of  a  large  type  which  has  already  been 
classified  as  the  36-line  Bible  type — essentially  the  same  typeface 
that  was  used  for  printing  the  “Fragment  of  the  World  Judgment” 
and  therefore,  in  all  probability,  belonging  to  Gutenberg. 

The  30-line  indulgence  of  1454,  on  the  other  hand,  employed  for 
its  display  lines  a  slightly  smaller  type  which  very  closely  resembles 
that  of  the  42-line  Bible,  although  not  identical  with  it.  There  is  one 
clue,  however,  to  the  identity  of  its  printer— there  was  used  in  it  a 
decorative  capital  M  which  we  later  find  in  the  possession  of  Peter 
Schoeffer,  at  Mainz. 

Of  the  3 1 -line  indulgence,  in  addition  to  the  three  varieties  dated 
1454,  a  fourth  variety  appeared  later  with  the  date  changed  to  1455. 
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A  copy  of  this  fourth  variety  is  reproduced  on  page  148.  There  are 
also  two  known  issues  of  the  30'line  indulgence  dated  1455. 

It  is  interesting  to  note  that  these  indulgences  were  printed  at 
just  about  the  time  of  the  breach  in  the  partnership  between  Guten¬ 
berg  and  Johann  Fust.  It  was  a  most  important  turning  point  in  the 
development  of  printing,  and  there  has  been  much  ingenious  spec¬ 
ulation  as  to  what  the  relations  between  the  two  partners  actually 
were  in  those  critical  years.  But  from  this  speculation  nothing  has 
yet  emerged  which  can  be  stated  as  established  fact,  although  it 
seems  quite  clear,  from  the  evidence  of  the  indulgences,  that  a  split 
had  taken  place  and  that  there  were  two  rival  printing  offices  in 
Mainz  in  1454. 

To  the  same  period  belongs  a  leaflet  of  twelve  pages  with  the 
title  Eyn  Manung  der  Cristenheit  widder  die  Dur\en ,  or  “A  Warn¬ 
ing  to  Christendom  against  the  Turks.”  It  is  in  the  36-line  Bible 
type,  and  internal  evidence  shows  that  it  was  printed  in  December, 
1454.  It  is  ascribed  to  the  press  of  Gutenberg,  now  operating  in  com¬ 
petition  with  Fust.  It  ends  with  the  earliest  printed  New  Year’s 
greeting  in  the  words  “Eyn  gut  selig  nuwe  Jar.” 

The  next  important  date  in  our  chronology  is  the  year  1456,  in 
which,  on  August  15,  Heinrich  Cremer,  vicar  of  a  church  at  Mainz, 
completed  the  rubrication  and  binding  of  a  copy  of  the  great  Latin 
Bible  already  referred  to  as  the  42-line  Bible — so  called  from  the  fact 
that  there  are  42  lines  to  the  column  on  most  of  its  pages.  Cremer 
made  note  of  the  date  at  the  end  of  the  two  volumes  of  a  copy  of 
the  book  (from  the  Mazarin  library)  which  is  now  preserved  in  the 
Bibliotheque  Nationale  at  Paris.  The  printing  of  this  Bible  was  com¬ 
pleted,  therefore,  not  later  than  1456,  and  probably  earlier. 

This  is  the  book  commonly  named  the  “Gutenberg  Bible”  and 
generally  regarded  as  Europe’s  first  printed  book,  as  has  already 
been  noted.  The  book  itself  bears  no  indication  of  the  date  or  place 
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of  printing  or  of  the  identity  of  its  printer.  The  warm  adherents  of 
Gutenberg,  whose  name  is  legion,  confidently  regard  this  Bible  as 
the  masterpiece  of  his  career.  But  I  think  I  am  stating  the  truth 
when  I  say  that  the  majority  of  temperate  bibliographers,  who  are 
not  special  pleaders,  believe  that  the  book  was  either  produced  in  its 
entirety  or  in  any  event  was  carried  through  to  completion  by  Fust 
and  Schoeffer,  under  whose  remarkably  competent  auspices  the 
magnificent  Psalter  was  brought  out  just  one  or  two  years  later. 
The  plan  for  the  book  was  perhaps  Gutenberg’s,  the  technique  of 
its  manufacture  was  unquestionably  his,  and  it  is  not  unlikely  that 
work  on  it  began  while  Gutenberg  and  Fust  were  still  in  partner¬ 
ship.  But  we  certainly  cannot  believe  that  it  was  printed  by  Guten¬ 
berg  personally  or  that  he  had  much  more  to  do  with  it  than  to 
supervise  the  preparation  of  its  types  and  the  other  initial  steps  in 
its  production. 

Every  detail  of  the  42-line  Bible  has  been  studied  with  meticulous 
care  by  Schwenke,  Dziatzko,  and  other  German  bibliographers,  and 
many  facts  have  been  learned  about  the  manner  of  its  production. 
The  body  size  of  the  type  used  at  the  beginning  was  such  that  forty 
lines  made  a  column.  The  size  was  then  reduced  so  that  forty-one 
lines  could  be  set  within  the  same  space.  It  was  finally  reduced  again 
to  a  size  that  permitted  forty-two  lines  to  a  column  throughout  most 
of  the  book.  After  printing  began,  it  was  evidently  decided  to  in¬ 
crease  the  edition,  for  the  early  pages  were  reset  and  sent  to  press 
a  second  time.  Six  presses  were  at  work  on  the  book  simultaneously. 
Paper  was  purchased  in  large  quantities  rather  than  in  job  lots,  and 
the  total  consumption  of  paper  and  vellum  was  extremely  large. 
Altogether,  the  book  was  the  product  of  a  printing  shop  liberally 
equipped  with  type  and  with  all  other  essential  apparatus — a  shop 
which  represented  the  outlay  of  large  sums  of  money  such  as  Johann 
Fust  is  known  to  have  advanced. 
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With  the  production,  or  at  least  the  completion,  of  the  42-line 
Bible,  leadership  in  the  practical  use  of  the  new  craft  of  printing 
definitely  passed  from  Gutenberg  and  such  associates  as  he  may  have 
had  to  the  new  firm  of  Johann  Fust  and  Peter  Schoeffer.  These  two 
made  the  year  1457  stand  out  as  one  of  the  most  conspicuous  land¬ 
marks  in  all  the  five  centuries  of  typographic  history  by  producing 
the  first  edition  of  their  famous  Psalter — a  book  which  is  a  never- 
failing  source  of  amazement  and  an  object  of  almost  idolatrous 
admiration  to  all  amateurs  of  early  printing.  The  Psalter  is  also  dis¬ 
tinguished  as  the  first  dated  and  signed  printed  book.  On  the  last 
page  appears  a  colophon  in  Latin,  which  is  thus  translated: 

The  present  copy  of  the  Psalms,  adorned  with  beauty  of  capital  letters, 
and  sufficiently  marked  out  with  rubrics,  has  been  thus  fashioned  by  an 
ingenious  invention  of  printing  and  stamping  without  any  driving  of  the 
pen,  and  to  the  worship  of  God  has  been  diligently  brought  to  completion 
by  Johann  Fust,  a  citizen  of  Mainz,  and  Peter  Schoeffer  of  Gernsheim,  in 
the  year  of  the  Lord  1457,  on  the  vigil  of  the  Feast  of  the  Assumption. 

Here  at  last  printing  has  emerged  from  its  shelter  of  anonymity, 
and  we  stand  on  firm  ground  regarding  the  identity  of  the  printer 
and  the  place  of  issue.  The  capitals  mentioned  in  the  colophon  are 
floriated  initials  of  lacy  design  printed  in  three  colors.  The  register 
of  these  colors  in  all  the  existing  copies  is  so  perfect  that  typographic 
experts  remain  puzzled  in  their  efforts  to  discover  the  method  by 
which  it  was  obtained.  The  large  type  is  printed  throughout  in  red 
and  black,  and  the  entire  effect  cannot  be  otherwise  described  than 
as  magnificent. 

There  are  two  editions  of  the  Psalter  which  are  easily  distin¬ 
guished  the  one  from  the  other.  The  first  has  143  leaves,  the  second 
contains  some  added  rituals  and  comprises  175  leaves.  There  are  also 
at  least  three  variations  in  the  typography  of  the  first  page  of  the 
text.  The  differences  have  been  studied  and  a  number  of  cases  have 
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been  recorded  of  typographical  errors  which  were  found  and  cor¬ 
rected  as  the  work  of  printing  proceeded,  but  there  is  more  work 
to  be  done  before  we  can  come  into  possession  of  all  the  facts 
about  this  book.  Ten  copies  have  been  found  to  be  still  in  existence,,, 
together  with  a  number  of  separate  leaves  and  other  fragments — all,,, 
by  the  way,  printed  on  vellum.  The  copy  in  Vienna  is  known  as  the 
virgin  copy.  It  was  apparently  never  used  in  a  church,  and  its  vellum 
pages  are  practically  as  pure  and  white  as  the  day  it  was  printed. 
Under  the  colophon  of  this  copy  only  appears  the  printers’  mark  of 
Fust  and  Schoeffer. 

Two  other  early  books  printed  at  Mainz  demand  special  mention 
because  of  the  problems  which  arise  in  the  effort  to  identify  their 
printer  or  printers  and  because  of  their  presumed  connection  with 
the  later  part  of  Gutenberg’s  career.  These  are  the  36-line  Bible  and 
the  Catholicon. 

The  36-line  Bible  is  much  rarer  than  the  42-line  Bible.  Only  eight 
copies  even  approximately  complete  are  known  to  exist,  whereas 
thirty-two  practically  perfect  copies  of  the  other  edition  were  re¬ 
corded  by  De  Ricci  in  19 n.  As  we  have  already  noted,  the  typeface 
in  which  it  is  set  is  that  which  was  used  for  the  earliest  German 
printing.  Because  of  the  early  origin  of  this  type,  it  was  natural  to 
assume  that  this  Bible  was  printed  before  the  42-line  Bible.  But 
although  there  is  some  reason  to  suspect  that  a  few  leaves  of  it  may 
possibly  have  been  printed  about  1450,  the  patient  studies  which 
Dziatzko  has  made  of  its  text  reveal  that  it  contains  numerous  errors 
which  can  be  accounted  for  only  by  assuming  that  it  was  set  up 
from  the  printed  42-line  Bible  as  copy.  This  circumstance,  together 
with  the  known  dates  on  which  was  completed  the  rubrication  of 
copies  of  the  book,  and  other  evidence,  point  to  its  having  been 
printed  about  1460,  or  perhaps  a  little  earlier.  The  extant  copies 
are  all  printed  on  paper,  but  the  existence  of  some  separate  leaves 
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and  fragments  printed  on  vellum  indicate  that  there  must  have  been 
at  least  a  few  copies  issued  on  that  material.  Only  one  complete 
copy  of  this  famous  book  has  been  recorded  as  being  still  in  the 
possession  of  a  private  owner.  Should  it  ever  come  on  the  market 
for  sale,  we  may  confidently  expect  the  bidding  for  it  to  reach  truly 
dizzy  heights. 

The  types  of  the  36-line  Bible  were  Gutenberg’s,  made  from  the 
original  designs  with  which  he  had  been  experimenting  for  years. 
Apparently  they  did  not  become  part  of  the  partnership  property 
acquired  with  the  money  invested  by  Fust  about  1452  and  hence 
remained  in  Gutenberg’s  possession  after  the  two  separated.  It  has 
been  surmised  that  Gutenberg  planned  and  even  began  the  printing 
of  this  Bible  about  1450  (there  are  known  to  be  two  different 
printings  of  the  first  few  leaves  of  the  book)  and  then  set  it  aside 
in  order  to  work  on  other  things,  including  the  smaller  typeface 
used  in  the  42-line  Bible.  According  to  this  line  of  conjecture,  Guten¬ 
berg  returned  to  his  original  project  about  the  time  that  Fust  and 
Schoeffer  were  completing  and  bringing  out  the  42-line  Bible. 
Albrecht  Pfister,  later  the  first  printer  at  Bamberg,  eventually  came 
into  possession  of  the  36-line  Bible  type  and  possibly  of  the  copies  of 
the  book  itself  which  remained  unsold.  Hence  it  has  been  assumed 
that  he  was  Gutenberg’s  financial  backer,  partner,  and  technical 
assistant  in  the  task  of  producing  the  36-line  Bible  itself.  But  when 
Pfister  printed  his  first  books  at  Bamberg  about  1461,  he  showed 
himself  to  be  an  inexperienced  printer  and  surely  not  a  man  who  had 
had  any  important  part  in  the  printing  of  a  great  Bible.  All  in  all, 
there  are  many  reasons  why  we  should  ascribe  this  work  to  Guten¬ 
berg  and  no  very  weighty  reason  why  we  should  not.  Certainly,  on 
the  evidence  now  available,  this  second  Bible  has  a  much  better 
claim  than  the  42-line  edition  to  be  called  the  “Gutenberg  Bible.” 

The  Catholicon,  a  Latin  dictionary  written  by  Joannes  Balbus  in 
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the  thirteenth  century,  was  printed  at  Mainz  in  1460.  It  bears  its 
date,  but  not  the  name  of  its  printer.  It  appeared  as  a  folio  volume  of 
373  leaves,  printed  in  two  columns  to  a  page  of  a  small  type  which 
was  none  too  good,  and  of  which  three  varieties  have  been  differ¬ 
entiated.  Some  copies  were  on  vellum  and  some  on  paper.  It  ended 
with  a  colophon  which  in  translation  reads  as  follows: 

By  the  help  of  the  Most  High,  at  Whose  nod  the  tongues  of  infants 
become  eloquent,  and  Who  ofttimes  reveals  to  the  lowly  that  which  He 
hides  from  the  wise,  this  noble  book,  Catholicon,  in  the  year  of  the  Lord’s 
Incarnation,  1460,  in  the  bounteous  city  of  Mainz  of  the  renowned  Ger¬ 
man  nation,  which  the  clemency  of  God  has  deigned  with  so  lofty  a  light 
of  genius  and  free  gift  to  prefer  and  render  illustrious  above  all  other 
nations  of  the  earth,  without  help  of  reed,  stylus,  or  pen,  but  by  the  won¬ 
drous  agreement,  proportion,  and  harmony  of  punches  and  types,  has 
been  printed  and  finished. 

Hence  to  Thee,  Holy  Father,  and  to  the  Son  with  the  Sacred  Spirit, 

Praise  and  glory  be  rendered,  the  threefold  Lord  and  One; 

For  the  praise  of  the  Church,  O  Catholic,  applaud  this  book, 

Who  never  ceasest  to  praise  the  devout  Mary. 

Thanks  be  to  God. 

Many  have  professed  to  see  in  these  lines  the  authorship  of 
Gutenberg  himself,  preserving  to  the  end  his  policy  of  anonymity — 
perhaps  for  cogent  business  reasons.  The  identity  of  the  printer  of 
the  Catholicon  has  been  argued  pro  and  con  with  much  vigor  and 
occasional  asperity,  but  at  present  the  question  must  be  considered 
as  still  an  open  one.  The  printing  office  in  which  it  was  produced 
had  a  short  life,  and  the  stock  of  the  book  was  “remaindered”  to 
SchoefTer  not  later  than  1469  (at  which  date  it  appears  in  his  list  of 
books),  and  perhaps  earlier. 

It  is  perhaps  significant  that  the  types  of  the  Catholicon  were 
used  by  the  Bechtermunze  brothers,  Heinrich  and  Nicolaus,  in 
printing  the  V ocabularius  ex  quo  (an  excerpt  from  the  Catholicon ) 
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at  Eltville  in  1467.  The  Bechtermiinzes  were  distant  relatives  of 
Gutenberg;  and  Eltville,  not  far  from  Mainz,  was  the  residence  of 
Archbishop  Adolf  who  admitted  Gutenberg  to  his  retinue  in  1465. 
But  whether  or  not  Gutenberg  had  any  actual  connection  with  the 
Eltville  printing  office  we  simply  do  not  know. 

While  Gutenberg,  perhaps,  was  struggling  to  re-establish  himself 
as  a  printer  at  Mainz,  the  Fust  and  Schoeffer  firm  was  prospering, 
turning  out  excellently  printed  books  with  regularity.  The  so-called 
Bishops’  War  in  1462  resulted  in  the  sack  of  Mainz,  which  must 
have  had  disastrous  effects  upon  business  there,  including  the  new¬ 
born  printing  business.  But  in  1465  Fust  and  Schoeffer  were  pub¬ 
lishing  some  editions  of  the  classics.  The  firm  had  extensive  business 
connections,  with  agencies  in  several  European  cities.  Fust  died  in 
1466  while  on  a  business  trip  to  Paris,  and  Schoeffer  continued  alone. 
But  though  he  was  successful  in  a  business  way,  his  publications 
never  rivaled  the  brilliancy  of  the  earlier  fruits  of  the  partnership. 
In  1469,  as  we  have  intimated,  Schoeffer  issued  a  single-sheet  list 
of  books,  constituting  the  first  printed  publisher’s  list.  A  reproduc¬ 
tion  of  it  is  presented  in  the  plate  facing  page  161.  The  first  four 
lines  tell  us  that  “Those  desiring  to  procure  the  books  listed  below, 
which  are  edited  with  great  care,  printed  at  Mainz  with  a  type  like 
this,  and  well  collated,  should  come  to  the  address  written  below.” 
It  is  also  the  first  printed  type  specimen,  the  last  line,  set  in  large 
type,  reading  hec  est  littera  psalterii,  “this  is  the  type  of  the  Psalter.” 

To  return  now  to  the  evidences  supporting  the  claim  that  Johann 
Gutenberg  was  the  inventor  of  printing,  we  find  strong  support  for 
the  claim  in  the  testimony  of  a  large  number  of  fifteenth-century 
contemporaries,  in  documents  or  in  books.  A  few  of  the  more  sig¬ 
nificant  of  these  testimonies  deserve  our  attention  here. 

First  in  point  of  date  is  an  interesting  extract  from  the  manu- 
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script  records  of  the  French  royal  mints.  Here  is  found  a  notation  to 
the  effect  that  on  October  4,  1458,  the  king  of  France  (Charles  VII), 
having  heard  that  Johann  Gutenberg,  of  Mainz,  a  man  adept  in  the 
cutting  of  punches  and  “caracteres”  had  brought  to  light  the  inven¬ 
tion  of  printing,  ordered  the  directors  of  his  mints  to  select  a  com¬ 
petent  man  to  be  sent  secretly  to  Mainz  to  learn  the  new  art.  The 
note  goes  on  to  say  that  Nicolas  Jenson  was  selected  for  this  im¬ 
portant  mission,  and  we  shall  have  more  to  say  about  this  royal 
order  when  we  come  to  tell  about  the  work  of  Jenson  at  Venice. 
The  manuscript  in  which  this  note  occurs  was  written  in  the  six¬ 
teenth  century,  but  it  gives  evidence  of  having  been  copied,  or  con¬ 
densed,  from  an  actual  fifteenth-century  record  which  cannot  now 
be  found.  Dziatzko,  after  searching  study  of  this  document,  found  no 
reason  to  suspect  that  it  was  not  a  genuine  transcript  of  a  fifteenth- 
century  record  actually  contemporary  with  Gutenberg’s  life  and 
work.  It  is  significant  also  that  the  sixteenth-century  transcript  was 
made  long  before  there  was  any  interest  in  proving  or  disproving 
Gutenberg’s  claim  to  the  invention  of  printing  and,  further,  that 
it  is  found  in  a  manuscript  record  dealing,  not  with  books  or  print¬ 
ing,  but  solely  with  numismatics. 

Next  we  must  note  the  colophon  on  the  last  page  of  a  volume  of 
the  Institutes  of  Justinian  printed  by  Peter  Schoeffer  at  Mainz  in 
1468.  Here,  in  a  Latin  poem  of  twenty-four  lines,  an  unknown 
writer  extols  the  new  art  of  printing  and  designates  “two  Johns,  both 
born  in  the  city  of  Mainz,”  as  the  renowned  first  printers  of  books. 
With  these  Johns,  the  writer  adds,  was  later  added  a  Peter.  It  would 
seem  that  this  must  necessarily  be  interpreted  as  referring  to  Johann 
Gutenberg,  Johann  Fust,  and  Peter  Schoeffer.  It  is  important  to 
note  that  these  verses  were  printed  about  two  years  after  the  death 
of  Fust  and  presumably  shortly  after  the  death  of  Gutenberg. 

Two  years  after  the  publication  of  the  Justinian  at  Mainz,  an 


Cf, 

f 


SL  ^T||  II  • 


hI—  ^ vV^»**i- 


^\)|  A j^oa.  jj*rmt 

'  n  *» 

A<l<ir 

Uj  QCtttrri-  j>  $ 

ren£(Zti  2*** 


tgry 

<  > 


*x£>jfCyJS 

•m, 

•  t>f 

*$* 

£#■ 

>1$ 


-<?A. 


£«4u^  ^  j^tJtiAfCr-  cv 

£&C*  ^^T74*«kit'  -V**c  *Vc*/"  -Jhrtvb 


D 


/# 

f/ 


(2; 

TC»9  cXvtUii—  *v  *s£>  * 

$H*'’(»4t'ff&'  l\&* \^Vt 

S^vVW.M y£<*u4~  fZhCCtmArjn 

^yw»»M^  HT  V>J  4 1 i/»4k-  ^V^*1 t  +*bbti 

jVjwtv^  ^ 

/wV»i*n»t/  *v>^  -f  hii>t 


^rn  /»V»V 

^  #  ✓ 


gf/wVii-vry  *X>iv’  I”41  f 


♦4* 


PAGE  FROM  THE  RECORDS  OF  THE  FRENCH  ROYAL 
MINTS  IN  WHICH  GUTENBERG  IS  MENTIONED  AS 
THE  INVENTOR  OF  PRINTING. 


A  PAGE  FROM  THE  FUST  AND  SCHOEFFER  PSALTER 

of  1457  (much  reduced). 


■m 


4  f.  - *■  >4  '■  /Z'4Z:'4 

-  f-*" 

4,:  _  1. ;  - 
'■  '  44;.- 1: ■■■;■■ 


^  *+J 


|H 

mm 


y 

%  jp  '?>, 


^q\ SW  fib*  opMMt  mfmtmptpB  Iibroe  mag 
m  mhgma  i&irvcko&ac  in  b mm  Ira  mogunm 
tmpflas  bfi  9ttm4atpfiwm5ta& loot  habitation 
mfrafcnptsj*  .>... 


1 

'  -  ■'/ 


fl, 


s  # 

f 


f  j 

i  I 


J 

I 


fprmio  putoam  btbtiam  m  jwganietio, 

~Jomt  fcbam  fttk  bem  rhoitte  &  aqwno, 

*]mn  quartu  fcripti  emfdc. 
qtr  tmcbam  emfde  be  ccctc  famo  a  am  efts  fidcl 
~lt&  Auguftmu  bebodrma  xptana*ami  tabula 
notabih  pdiatmte  muittijjfiaia* 

1  m  tm&am  be  roncct  ofaetia. 

1 tS  mgrm  iobatic  gerfon  be  aiftodia  Imgue, 
~}a?  ofoiatouu  tthioeaoe  otoe wticnabilte  fiatrto 
iobams  wider  faa^tbeologtejjfirflbtie  ejdmtj* 
~Jtcrractetu  emfdeflc  mnchb?  mcrcat 09.* 

"Jtf  bulla  jbiifpv  fed*  contra thiircos, 

Itc  biftotia  beprentacoo  beatv  manc^gmio. 
ipllllli  mtffe  cu  p  Fa  co  j  b  ?  c?  up  a  m  to:  tp»  ftu$, , 


t  .,  # 

I 


fi 


IP  .  11 


§rc  ii>^ii»ivv:crcfaiiir4rt  acincwita  aim  afpaiatti 

‘  "  lobanfiis  atidrcc* 


«K; 


r*  * 

i  4" 


'111  litre  dutit  .  *pnti  mconea. 

Plattrfmi 


5  ♦! 


L '  ^  i 


r  ^ ' 

*. %  , 

r;  J  4i 

Vv  ■ 

S'  "  '  ■*£'<*'  ,v^ 

> . :  5  .  \ 


'jtrarbOTcs  be  ofjnairiMWq  afFim'taW. 

1  rv  hbroe  tulltj  br  offiojs  *C«  emrdc  panbonfr 
biffoTia  grifcIctis.Jv  max»4 
Ifvm  l.vlVa'uim  I'.fon.irdi  arcam  erboano  bea; 
won’  Cancrcdi  filie  figifmfuip  m  JOuifcardum. 


m 


_ 


4  ■ 

till  L ..., 


f  ■ 


PETER  SCHOEFFER  S  PUBLISHER  S  LIST  OF  1 469. 


JOHANN  GUTENBERG’S  INVENTION  161 

important  French  witness  spoke  for  Gutenberg.  Printing  had  been 
established  in  Paris  in  1469  by  three  Germans  who  had  been  brought 
there  by  Guillaume  Fichet  and  Jean  Heynlin,  as  will  be  told  in  more 
detail  in  Chapter  XII.  We  cannot  conceive  of  two  intelligent  men 
who  were  better  informed  regarding  the  beginnings  of  the  art  of 
printing,  which  it  is  evident  they  had  followed  closely,  or  who  had  a 
more  disinterested  point  of  view  regarding  the  invention  and  the 
identity  of  the  inventor.  On  New  Year’s  day,  1471,  Fichet  wrote  to 
Robert  Gaguin,  a  scholar  and  author  of  eminence,  a  letter  in  praise 
of  printing  and  its  service  to  humane  letters.  In  the  course  of  this 
letter  the  writer  said,  “It  is  said  that  there  [in  Germany],  not  far 
from  the  city  of  Mainz,  a  certain  John  sur named  Gutenberg  first  of 
all  men  thought  out  the  art  of  printing.”  This  statement  from  a 
well-informed  and  non-partisan  source  can  hardly  be  impeached. 

The  Fichet  letter,  which  was  printed  and  bound  in  a  copy  of 
Gasparino’s  Orthographia  dedicated  to  Gaguin,  was  discovered  in 
comparatively  recent  times.  I  consider  it  the  most  weighty  document 
bearing  on  the  invention  controversy.  Because  of  its  importance,  I 
published  a  few  years  ago  a  transcript  of  its  text  and  a  full  transla¬ 
tion  into  English,  with  an  introduction  and  notes. 

In  the  text  of  a  number  of  books  printed  in  the  fifteenth-century 
are  statements  that  printing  was  invented  in  Germany,  but  with  no 
mention  of  the  name  of  the  inventor.  We  shall  note  just  a  few  refer¬ 
ences  in  which  the  printer  is  named.  There  are  errors  of  fact  in  some 
of  these  statements,  but  it  must  be  remembered  that  in  the  fifteenth- 
century  news  still  traveled  mostly  by  word  of  mouth  and  that  dates, 
of  all  items  of  fact,  always  suffer  most  from  oral  transmission. 

In  1474  Johannes  Philippus  de  Lignamine  published  at  Rome 
the  Chronica  of  Riccobaldus  Ferrariensis,  in  which  the  first  refer¬ 
ence  to  printing  is  under  the  year  1459,  with  the  statement  that 
“Jacob,  surnamed  Gutenberg,  a  native  of  Strasbourg,  and  another 


1 62  JOHANN  GUTENBERG’S  INVENTION 

man  whose  name  was  Fust,  being  skilled  in  printing  letters  on 
parchment  with  metal  types,  are  known  each  of  them  to  be  turning 
out  300  sheets  a  day  at  Mainz,  a  city  of  Germany.”  In  1483  Matthias 
Palmer,  of  Pisa,  under  the  year  1457,  wrote  that  Johannes  Guten¬ 
berg  zum  Jungen,  knight  of  Mainz,  invented  the  art  of  printing  in 
1440.  By  this  full  and  accurate  entry  of  the  inventor’s  name,  the 
writer  gave  evidence  of  clear  knowledge  as  to  his  identity. 

Adam  Wernher  and  Johann  Herbst,  two  professors  at  Heidel¬ 
berg,  wrote  some  verses  in  1494  in  honor  of  Johannes  Gensfleisch 
(Gutenberg’s  family  name),  whom  they  called  “the  first  printer  of 
books”  and  “the  first  inventor  of  the  art  of  printing.”  In  1499  Jacob 
Wimpheling  praised  Joannes  Gensfleisch  for  his  invention  of  print¬ 
ing.  Wimpheling’s  verses  were  preceded  by  an  epitaph  on  Gens¬ 
fleisch,  “inventor  of  the  art  of  printing,”  by  Adam  Gelthus,  a  rela¬ 
tive  of  Gutenberg — whose  remains,  it  is  added,  rest  in  peace  in  the 
Franciscan  Church  at  Mainz.  Also  in  1499,  Polydore  Vergil  wrote 
that  a  certain  Peter,  a  German,  invented  printing  at  Mainz  in  1442, 
but  in  later  editions  of  this  book  “Joh.  Gutenberg”  is  substituted 
for  “Peter.”  In  the  same  year  we  have  a  passage  in  the  Cologne 
Chronicle  naming  Yunker  Johann  Gutenberg  as  the  inventor  of 
printing  at  Mainz — but  with  a  “prefiguration”  of  the  invention  in 
Holland  at  an  earlier  date.  This  prefiguration  will  be  discussed  in 
the  following  chapter. 

In  1501  Jacob  Wimpheling  came  forward  again  with  the  state¬ 
ment  that  the  invention  was  made  at  Strasbourg  by  Johann  Guten¬ 
berg,  of  Strasbourg,  and  that  it  was  perfected  later  at  Mainz.  Finally 
we  will  note  a  bit  of  testimony  from  an  important  source  from 
which,  if  from  anywhere,  we  might  expect  a  dispute  of  Gutenberg’s 
claims.  It  is  in  a  German  translation  of  Livy  printed  at  Mainz  in 
I5°5  by  Johann  Schoeffer,  the  son  of  Peter  Schoeffer  and  the  grand¬ 
son  of  Johann  Fust.  In  this  book  is  a  reference  to  Johann  Giitten- 
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bergk  as  the  inventor  of  printing  in  1450  and  to  Johann  Fust  and 
Peter  Schoeffer  as  improvers  and  perpetuators  of  the  art.  This  state¬ 
ment  was  repeated  in  a  number  of  subsequent  editions  before  Johann 
Schoeffer,  in  books  which  he  printed  later,  changed  his  testimony 
to  speak  for  his  grandfather  as  the  inventor  of  printing.  It  is  inter¬ 
esting  to  note  that  the  date  1450  is  the  year  in  which  Johann  Fust 
presumably  made  his  first  advance  of  money  to  Gutenberg.  The 
younger  Schoeffer  doubtless  had  information  from  family  sources 
as  to  that  transaction. 

One  of  the  strongest  arguments  in  support  of  Gutenberg  is  the 
fact  that  the  firm  of  Fust  and  Schoeffer,  and  later  Peter  Schoeffer, 
though  they  were  aggressive  self-advertisers  in  their  colophons,  never 
during  Gutenberg’s  lifetime  claimed  credit  for  the  invention— a  dis¬ 
tinction  which  they  would  unquestionably  have  claimed  had  they 
been  entitled  t q  it. 

It  remains  to  be  said,  in  concluding  the  presentation  of  evidence 
in  favor  of  Gutenberg  as  the  inventor  of  printing,  that  Gutenberg’s 
cause  was  seriously  hurt  by  some  over-enthusiastic  advocates  who,  in 
the  last  half  of  the  eighteenth  century,  unblushingly  forged  a  num¬ 
ber  of  'original”  documents  in  support  of  his  claim.  These  forgeries 
have  now  been  exposed,  but  they  have  served  to  cast  suspicion  on 
the  authenticity  of  all  the  Gutenberg  documents. 

The  situation  is  further  complicated  by  the  fact  that  the  original 
*  record  books  of  the  Strasbourg  trial  of  1439  have  perished  and  that 
we  have  to  depend,  therefore,  upon  the  text  at  second  hand.  It  is  one 
of  the  little  ironies  of  history  that  these  records,  foundation  stones 
in  the  edifice  of  fame  erected  to  one  of  Germany’s  national  heroes, 
were  destroyed  in  the  taking  of  Strasbourg  by  the  Prussians  in 
1870.  The  text  of  the  Helmasperger  notarial  instrument  of  Novem¬ 
ber  6,  1455,  from  which  we  derive  what  little  information  we  have 
about  the  Fust-Gutenberg  lawsuit,  was  long  known  only  from  tran- 
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scripts  or  extracts,  but  after  a  disappearance  lasting  a  century  and 
a  half  the  original  again  came  to  light  about  fifty  years  ago  in  the 
library  of  the  University  of  Gottingen. 

The  records  of  the  Strasbourg  trial  of  1439  have  been  denounced 
as  wholly  forged  to  serve  the  cause  of  Gutenberg.  If  we  have  to  deal 
with  a  forgery  in  this  case,  it  would  be  hard  to  think  of  a  more 
ineffective  one.  Had  some  ingenious  fabricator  written  the  extensive 
records  of  this  trial  with  the  idea  of  furthering  the  cause  of  Guten¬ 
berg,  he  would  certainly  have  made  the  references  to  printing  some¬ 
what  clearer.  As  they  now  stand,  the  allusions  to  printing  could  not 
well  have  been  more  cryptic.  It  is  not  worth  while  to  review  here  all 
the  conflicting  arguments  and  interpretations  which  have  been  built 
up  on  the  testimony  given  at  that  trial.  Even  if  we  leave  these  trial 
records  out  of  consideration  by  our  jury,  the  case  is  still  strong 
enough  to  justify  a  verdict  in  Gutenberg’s  favor. 

This  verdict  may  thus  be  stated :  on  the  basis  of  present  knowl¬ 
edge,  we  must  conclude  that  printing  with  movable  types  of  metal 
cast  in  matrices  (which  constitutes  the  invention  of  printing)  was 
invented,  so  far  as  its  epoch-making  appearance  in  Europe  is  con¬ 
cerned,  at  Mainz  or  in  that  vicinity  at  some  time  between  1440  and 
1450;  and,  on  the  basis  of  the  evidence  now  before  us,  we  must 
assign  credit  for  that  invention  to  Johann  Gutenberg. 
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I  'HE  claim  that  Johann  Gutenberg  was  the  inventor  of  print¬ 
ing  has  been  left  by  no  means  uncontested.  At  some  time  or 
other,  almost  every  European  country  has  named  some  con¬ 
tender  for  this  distinction.  These  rival  claims  have  been  mostly  in¬ 
spired  by  national  pride,  and  since  they  were  first  advanced,  cen¬ 
turies  ago,  little  or  nothing  has  been  done  to  support  them  with 
argument  or  proof.  But  there  is  one  contestant  whose  claim  cannot 
be  lightly  dismissed,  as  his  cause  has  been  championed  by  serious 
and  scholarly  advocates  in  a  controversy  which  is  not  yet  ended.  This 
is  the  claim  of  Lourens  Janszoon  Coster  of  Haarlem  in  the  Nether¬ 
lands,  who,  it  is  said,  began  to  print  with  movable  types  at  Haarlem 
some  time  in  the  vicinity  of  1430. 

The  Dutch  claim  to  the  invention  of  printing  was  not  advanced 
until  some  years  after  the  invention  is  supposed  to  have  taken  place. 
The  first  rumor  of  it  appeared  in  the  Cologne  Chronicle,  which  has 
already  been  mentioned  in  the  preceding  chapter.  This  book,  printed 
at  Cologne  in  1499,  contained  a  passage  of  which  we  here  give 
Pollard’s  translation  or  paraphrase: 

This  right  worthy  art  was  invented  first  of  all  in  Germany,  at  Mainz, 
on  the  Rhine.  And  that  is  a  great  honour  to  the  German  nation  that  such 
ingenious  men  are  found  there.  This  happened  in  the  year  of  our  Lord 
1440,  and  from  that  time  until  1450  the  art  and  all  that  pertains  to  it  was 
investigated,  and  in  1450,  which  was  a  Golden  Year,  men  began  to  print, 
and  the  first  book  that  was  printed  was  the  Bible  in  Latin,  and  this  was 
printed  with  a  letter  as  large  as  that  now  used  in  missals. 
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Although  this  art  was  invented  at  Mainz,  as  far  as  regards  the  manner 
in  which  it  is  now  commonly  used,  yet  the  first  prefiguration  \  V urbyldung ] 
was  invented  in  Holland  from  the  Donatuses  which  were  printed  there 
before  that  time.  And  from  and  out  of  these  the  aforesaid  art  took  its  be¬ 
ginning,  and  was  invented  in  a  manner  much  more  masterly  and  subtler 
than  this  and  the  longer  it  lasted  the  more  full  of  art  it  became. 

A  certain  Omnibonus  wrote  in  the  preface  to  a  Quintilian,  and  also  in 
other  books,  that  a  Walloon  from  France,  called  Nicolas  Jenson,  was  the 
first  inventor  of  this  masterly  art — a  notorious  lie,  for  there  are  men  still 
alive  who  bear  witness  that  books  were  printed  at  Venice  before  the  afore¬ 
said  Nicolas  Jenson  came  there  and  began  to  cut  and  make  ready  his  letter. 
But  the  first  inventor  of  printing  was  a  burgher  at  Mainz,  and  was  born 
at  Strassburg,  and  called  Yunker  Johann  Gutenberg. 

From  Mainz  the  art  came  first  of  all  to  Cologne,  after  that  to  Strassburg, 
and  after  that  to  Venice.  The  beginning  and  progress  of  the  art  were  told 
me  by  word  of  mouth  by  the  Worshipful  Master  Ulrich  Zell,  of  Hanau, 
printer  at  Cologne,  in  this  present  year  1499,  through  whom  the  art  came 
to  Cologne. 

Ulrich  Zell,  a  cleric  of  the  diocese  of  Mainz,  learned  the  new  art 
of  printing  at  Mainz  and  probably  as  early  as  1460.  He  introduced 
printing  at  Cologne  in  1462.  The  statement  in  the  Cologne  Chron¬ 
icle  which  was  based  on  his  “word  of  mouth”  testimony  states  very 
clearly  that  printing  was  invented  by  Johann  Gutenberg  at  Mainz, 
but  qualifies  this  by  suggesting  that  there  had  been  a  still  earlier 
prefiguration  of  printing  in  Holland.  This  word  “prefiguration,” 
V urbyldung,  has  been  the  theme  of  hundreds  of  pages  of  learned 
research  and  argument.  But  before  attempting  an  account  of  what 
this  prefiguration  may  have  been,  let  us  first  examine  some  of  the 
other  witnesses  who  have  spoken  for  a  Dutch  origin  of  printing. 

Next  in  point  of  time,  although  two  generations  later  than  the 
cryptic  allusions  in  the  Cologne  Chronicle,  is  Jan  van  Zuren,  of 
Haarlem,  who  wrote  in  Latin,  at  some  time  between  1549  and  1561, 
a  “Dialogue  on  the  first  and  as  yet  commonly  unreported  but  still 
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more  veritable  invention  of  the  art  of  printing.”  According  to  the 
word  of  Petrus  Scriverius,  a  Haarlem  writer  of  the  seventeenth  cen¬ 
tury,  this  dialogue  existed  in  a  manuscript  of  which  all  had  been  lost 
except  the  first  few  leaves  containing  the  introduction.  From  this 
introduction,  as  transmitted  by  Scriverius,  we  translate: 

That  rightly  honored  city  [Mainz]  developed  the  art  [of  printing] 
conceived  by  us,  into  common  property  and  drew  it  into  the  light.  She 
gave  to  the  generally  crude  and  ill-shaped  invention  a  neater  form,  as  the 
circumstances  of  that  day  required. . . .  Meanwhile, . . .  remember  that  in 
this  our  city  Haarlem  the  foundation  of  this  art  was  laid — crude  indeed,  but 
nevertheless  the  first.  Here  the  printing  art  was  born, ...  For  many  years 
it  was  located  here  in  a  private  house  which,  although  dilapidated,  is  still 
preserved  and  unharmed, . . .  Here  in  fact  the  art  was  nurtured, . . .  was 
indeed  too  economically  nourished  and  restricted,  until,  disdaining  the 
restricting  poverty  of  a  private  house,  it  attached  itself  to  a  foreigner  and, 
leaving  the  limited  circumstances  of  the  paternal  home  behind  it,  multi¬ 
plied  its  equipment  and  at  last  appeared  publicly  in  Mainz. 

In  this  account,  the  story  of  the  Dutch  invention  of  printing 
becomes  somewhat  circumstantial  in  that  Haarlem  is  named  as  the 
birthplace,  where  the  invention  was  made  in  a  private  house  which 
seems  to  have  been  known  to  the  writer,  and  from  which  it  departed 
with  an  unnamed  stranger,  to  reappear  in  a  neater  form  in  Mainz. 

Next  appears  Dirck  Volkertzoon  Coornhert,  writing  in  Latin 
a  dedication  to  the  governing  powers  of  Haarlem  in  an  edition  of 
Cicero’s  De  officiis  which  was  printed  at  Haarlem  in  1561;  again 
we  translate: 

It  has  sometimes  been  said  to  me  in  good  faith . . .  that  the  useful  art  of 
printing  was  discovered  here  in  Haarlem,  though  true  enough  in  a  very 
crude  manner, . . .  This  art,  which  later  was  taken  by  an  unfaithful  servant 
to  Mainz,  was  there  so  much  improved . . .  that  that  town  has  been  given 
the  credit  for  the  invention.  Our  citizens  have  little  faith  in  this  statement, 
even  though  it  is  believed  by  many  and  considered  as  being  based  on  indis- 
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putable  knowledge  of  the  matter; . . .  Since  I  firmly  believe  in  the  above, 
on  the  basis  of  trustworthy  evidence  of  distinguished  gray  heads,  who  not 
only  gave  me  the  descent  of  the  discoverer,  but  also  his  name  and  surname, 
and  have  pointed  out  to  me  the  very  house  of  the  very  first  printer,  I 
cannot  refrain  from  bringing  this  before  you. 

This  writer,  although  distinguished  elderly  men  had  told  him 
the  name  and  surname  of  the  Haarlem  inventor  and  had  even 
pointed  out  to  him  the  house  in  which  he  had  lived  and  worked,  did 
not  disclose  these  important  facts — perhaps  believing  it  not  worth 
while,  because,  as  he  complained,  the  fame  of  Mainz  “has  become 
so  deeply  rooted  in  everybody’s  opinion  that  no  proof,  no  matter 
how  convincing,  how  clear,  and  how  indisputable  it  may  be,  can 
root  out  this  antiquated  delusion  from  the  minds  of  mankind.” 

A  few  years  after  Coornhert,  an  Italian,  Ludovico  Guicciardini, 
published  at  Antwerp  in  1567  his  Descrizzione  di  tutti  i  paesi  bassi , 
or  “Description  of  all  the  Low  Countries.”  In  this  he  wrote: 

This  land,  according  to  the  public  voice  of  the  citizens  and  other  Hol¬ 
landers,  as  well  as  that  of  several  authors  and  some  memorials,  is  the  land 
where  the  art  of  printing  by  means  of  letters  and  characters,  according  to 
the  manner  of  today,  was  first  discovered.  Since,  however,  the  originator 
died  before  the  art  was  developed  and  brought  to  public  attention,  it  is 
said  his  servant  removed  to  Mainz,  where  he  received  a  warm  welcome 
because  he  was  a  printer.  There  . . .  complete  mastery  and  highest  develop¬ 
ment  [of  printing]  was  attained.  This  gave  rise  to  the  rumor  that  Mainz 
was  the  town  where  this  art  originated.  What  truth  there  is  in  this,  I 
cannot  and  will  not  judge;  I  content  myself  with  having  mentioned  the 
matter,  in  order  not  to  appear  to  this  land  and  this  locality  as  being 
prejudiced. 

Guicciardini’s  book  was  later  translated  and  published  in  Dutch, 
French,  English,  and  German,  and  had  much  to  do  with  spreading 
broadcast  the  claim  of  the  Netherlands  to  the  invention  of  printing. 

Thus  far,  the  story  of  an  invention  of  printing  in  Holland  offers 
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nothing  but  the  vaguest  kind  of  rumor.  It  remained  for  Adraen  de 
Jonghe,  a  Dutch  physician  and  historian  also  known  as  Hadrianus 
Junius,  to  give  this  story  a  definite  form  and  substance.  Before  his 
death  in  1575,  this  writer  had  completed  his  Batavia ,  a  history  of 
Holland  in  Latin,  which  was  finally  printed  at  the  Plantin  office  in 
Antwerp  in  1588.  The  book  had  been  written,  however,  about  1568, 
and  the  latter  year  is  generally  accepted  as  its  date.  Since  a  passage 
in  the  Batavia  is  the  principal  foundation  of  the  Dutch  claim  to  the 
invention  of  printing,  we  give  a  full  summary  of  it  here. 

Junius  advanced  a  positive  claim  for  the  city  of  Haarlem  to  the 
credit  of  the  invention  of  printing.  The  information  on  which  his 
account  of  the  invention  is  based  was  obtained,  he  tells  us,  from 
aged  residents  of  Haarlem  of  unimpeachable  reputation.  According 
to  this  account,  a  certain  Lourens  Janszoon  Coster  ( Coster  meaning 
“church  warden”  or  “sexton”)  had  lived  in  Haarlem  128  years 
earlier  (that  is,  in  1440),  and  members  of  his  family  were  still  living 
there  at  the  time  that  Junius  wrote.  One  day,  while  walking  in  the 
forest,  Coster  cut  some  letters  from  the  bark  of  trees  and  found, 
by  impressing  them  on  paper,  that  they  made  a  print  of  the  letters. 
Having  a  keen  mind,  he  was  led  by  this  first  essay  to  attempt  greater 
things.  With  the  help  of  his  son-in-law,  he  then  invented  a  superior 
kind  of  black  ink,  as  he  had  found  that  the  use  of  ordinary  ink 
smeared  the  impressions  of  the  letters.  This  son-in-law,  Thomas 
Pieterszoon,  had  four  children  who  all  later  held  positions  of  honor 
in  Haarlem.  Thus,  Junius  explains,  the  invention  did  not  originate 
in  a  lowly  or  mean  family. 

Coster  next  began  to  make  pictures  and  to  explain  them  with 
printed  words.  Junius  had  actually  seen  one  of  the  inventor’s  first 
works  along  this  line.  It  was  in  Dutch,  with  the  title  Spieghel  onzer 
Behoudenisse  (“Mirror  of  our  salvation”).  The  leaves  were  printed 
on  one  side  only,  with  the  blank  reverse  sides  pasted  together  so 
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that  they  might  not  appear  unpleasing.  The  essence  of  the  story  con¬ 
tinues  thus: 

Then  he  substituted  lead  forms  for  the  beechwood  ones;  still  later  he 
made  them  of  tin  that  they  might  be  more  resistant  and  durable.  From 
the  remnants  of  these  tin  forms  were  cast  wine  pots  which  are  still  shown 
as  antiques  in  the  Lourens  Janszoon  house  on  the  market  place.  This  house 
was  later  occupied  by  his  great-grandson,  Gerrit  Thomaszoon,  a  prominent 
and  excellent  citizen  who  died  only  a  few  years  ago  at  a  ripe  old  age. 

The  new  invention  thrived  because  of  the  readiness  with  which  the 
people  bought  the  novel  product.  Apprentices  were  taken  on — the  begin¬ 
ning  of  misfortune;  for  among  them  was  a  certain  Johann.  Be  it,  as  is 
suspicioned,  the  one  with  the  surname  Faustus,  who  was  to  his  master  a 
faithless  servant  and  a  messenger  of  misfortune,  or  another  man  of  this 
name,  that  is  all  the  same  to  me,  since  I  do  not  wish  to  make  restless  the 
shades  of  the  dead,  who  during  their  lifetime  were  tortured  enough  by 
conscience. 

This  Johann,  after  he  had  learned  the  art  of  casting  types  and  com¬ 
bining  them — in  fact,  the  whole  trade — took  the  first  favorable  opportunity, 
on  Christmas  Eve,  when  everyone  was  at  the  church,  to  steal  the  whole 
type  supply,  with  the  tools  and  all  the  equipment  of  his  master.  He  went 
first  to  Amsterdam,  then  to  Cologne,  and  finally  to  Mainz,  which  was 
out  of  striking  distance,  and  there  opened  a  printing  establishment  and 
reaped  the  fruits  of  his  theft. 

It  is  known  that  within  the  year,  in  1442  a.d.,  there  appeared  with  the 
same  letters  [its  ipsis  typis\  which  Lourens  had  used  in  Haarlem  his  first 
work,  the  Doctrinale  of  Alexander  Gallus,  a  grammar  at  that  time  in  gen¬ 
eral  use,  accompanied  with  the  tracts  of  Petrus  Hispanus. 

This  is  about  the  story  as  I  heard  it  from  aged  and  trustworthy  men  to 
whom  it  had  been  handed  down  from  their  forefathers.  Nicolaus  Gaal, 
the  teacher  of  my  youth,  a  man  of  an  iron  memory,  worthy  of  honor 
because  of  his  long,  white  hair,  used  to  tell  me  that  as  a  boy  he  had  often 
listened  to  a  certain  Cornelis,  a  bookbinder,  then  a  man  eighty  years  old, 
who  had  been  an  apprentice  in  that  same  printing  establishment.  This 
Cornelis  used  to  tell  how  the  art  had  been  discovered,  as  he  had  heard  it 
from  his  employer,  how  the  art  had  developed,  and  also  the  story  of  the 
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theft,  which  enraged  him  so  that  he  wept  and  cursed  the  thief,  and  even 
cursed  the  nights  when  he  had  slept  in  the  same  bed  with  him. 

This  story  as  told  by  Junius  is  not  a  fabrication.  It  undoubtedly 
represents  a  tradition  which  was  current  in  Haarlem — the  same 
tradition  upon  which  were  based  the  earlier  accounts  by  Van  Zuren, 
Coornhert,  and  Guicciardini.  The  strongest  point  in  the  story,  as 
Pollard  has  indicated,  is  the  mention  of  Cornelis,  the  bookbinder. 
There  is  documentary  evidence  that  a  binder  of  that  name  was 
employed  between  1474  and  1514  to  bind  the  account  books  of  the 
cathedral  at  Haarlem.  This  Cornelis  continued  in  the  binding  busi¬ 
ness,  in  conjunction  with  which  he  was  also  a  bookseller,  until  his 
death  in  1522.  The  first  known  printer  at  Haarlem  was  Jacob  Bel- 
laert,  whose  first  recorded  work  was  dated  1483.  Cornelis  had  a  shop 
on  “der  Cruysstraet,”  and  we  know  that  in  1492  he  there  sold  a  book 
printed  by  Bellaert.  We  also  know  that  in  that  same  street  there 
was  a  house  known  as  “Den  Bellaert.”  Kruitwagen,  in  a  recent 
attack  upon  the  Junius  story,  has  suggested  that  Cornelis  may  have 
woven  into  his  narrative  about  Coster  some  facts  recalled  from  his 
associations  with  Bellaert.  This,  however,  is  pure  speculation. 

The  identity  of  Coster  has  also  been  established.  Contemporary 
records  show  that  he  was  a  resident  of  Haarlem  from  1436  to  1483 
and  that  he  was  an  innkeeper  and  also  a  dealer  in  wine,  candles,  oil, 
and  soap;  also  that  he  held  the  appointive  position  of  “coster,”  or 
custodian,  of  the  church  at  Haarlem,  a  position  of  some  responsibil¬ 
ity  to  which  were  attached  some  valuable  perquisites.  Other  mem¬ 
bers  of  the  family  had  held  the  same  office,  so  that  the  title  in  time 
became  the  family  name. 

No  one  of  the  official  records  connects  Coster  in  any  way  with 
printing.  But  a  manuscript  pedigree  of  the  Coster  family,  prepared 
about  1559  and  now  preserved  at  Haarlem,  refers  to  Lourens  Coster 
as  “having  brought  the  first  print  into  the  world”  in  1446. 
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The  foregoing  pages  contain  the  essentials  of  all  the  affirmative 
evidence  upon  which  rests  the  case  of  Haarlem  and  of  Lourens 
Coster.  In  weighing  this  evidence  it  is  necessary  to  bear  in  mind  cer¬ 
tain  facts  about  it.  One  is  that  Hadrianus  Junius,  to  whom  alone 
we  owe  the  identification  of  Coster  with  the  Haarlem  printing,  was 
not  at  all  critical  of  the  facts  which  he  narrated.  It  is  held  against 
him,  for  instance,  that  he  recorded  a  legend  of  Loosduinen,  accord¬ 
ing  to  which  the  Countess  Margarethe  von  Henneberg  gave  birth  to 
364  children  at  one  time.  Mother  and  children  died  and  were  buried 
in  the  same  grave,  and  the  event  was  noted  on  a  tombstone.  Junius 
says  the  story  is  incredible — but  there  was  the  record  on  the  tomb¬ 
stone.  He  merely  recounted  the  record  as  it  stood.  Thus  in  regard 
to  the  invention  of  printing  at  Haarlem,  he  set  down  with  thorough¬ 
ness  and  in  categorical  detail  the  story  as  it  came  to  him.  His  narra¬ 
tive  appears  to  me  to  present  truthfully  the  Haarlem  tradition  of 
his  day.  In  other  words,  there  actually  was  such  a  tradition,  whatever 
may  have  been  its  basis. 

It  is  furthermore  to  be  noted  that  the  first  statement  of  any  kind, 
either  in  manuscript  or  in  print,  in  which  the  name  of  Coster  is 
connected  with  the  invention  of  printing  is  dated  over  one  hundred 
years  after  the  event — the  Coster  pedigree  of  about  1559  and  the 
narrative  of  Junius  written  about  1568.  Of  earlier  testimony  we  have 
only  the  cryptic  allusion  in  1499  to  a  Dutch  prefiguration  of  the 
invention  perfected  at  Mainz  and  the  rather  vague  references  of 
some  writers  of  the  early  sixteenth  century  to  an  invention  at  Haar¬ 
lem  which,  in  some  discreditable  manner,  was  brought  to  Mainz. 
All  the  testimony  for  Haarlem,  by  the  way,  includes  testimony  to 
the  effect  that  Mainz  was  the  place  where  the  invention  was  first 
brought  to  public  notice. 

Another  significant  fact  is  that  the  early  printing  done  in  Mainz 
or  vicinity,  of  which  a  considerable  quantity  of  specimens  are  avail- 
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able  for  study,  was  not  any  of  it  done  in  the  types  of  the  primitive 
Dutch  printer,  supposedly  carried  to  Mainz  by  the  perfidious 
“Johann,”  but  in  types  totally  different  in  character.  On  the  basis  of 
technical  evidence  it  can  be  confidently  asserted  that  there  is  not  the 
slightest  likelihood  that  the  art  of  printing  as  developed  at  Mainz 
was  derived  in  any  way  from  the  typographical  practice  of  the 
unidentified  primitive  Dutch  printer  or  printers.  And  especially  it 
cannot  be  shown  by  any  evidence  that  the  primitive  Dutch  printing 
antedated  the  beginnings  of  typography  in  Germany. 

In  a  case  as  important  as  a  claim  to  the  invention  of  printing, 
testimony  resting  on  a  tradition  which  circulated  for  a  hundred  years 
before  it  was  published  in  any  definite  form  would  have  to  be  re¬ 
jected  as  having  insufficient  foundation  in  historical  facts.  If  this 
were  all  that  had  to  be  considered,  the  Haarlem  claim  would  be 
thrown  out  of  court  without  further  ado.  However,  the  case  cannot 
be  so  easily  disposed  of.  There  is  still  other  evidence  presented  by 
supporters  of  the  Dutch  claims  to  the  invention  of  printing. 

This  evidence  consists  of  a  considerable  body  of  primitive  Dutch 
printing  which  is  clearly  shown  to  be  Dutch,  not  only  by  the  fact 
that  the  text  of  some  of  the  itemsis  in  the  Dutch  language,  but  also 
by  the  fact  that  the  type  used  in  this  printing  is  designed  on  the 
model  of  manuscript  letter  forms  which  are  distinctively  Dutch  in 
character.  Of  some  of  these  books  and  pamphlets  there  are  preserved 
a  few  complete  copies,  but  most  of  them  are  known  to  us  through 
fragments  only.  These,  as  in  the  case  of  the  fragments  of  early 
German  printing,  have  been  found  in  the  bindings  of  other  books. 
And  in  this  connection  it  is  interesting  to  note  that  some  Donatus 
leaves  of  primitive  Dutch  printing  have  been  found  in  the  bindings 
of  the  Haarlem  church  account  books  of  1474,  1489,  and  1514 — in 
bindings  which  are  known  to  have  been  made  by  the  Haarlem 
bookbinder  Cornelis. 
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By  the  study  of  these  specimens  of  Dutch  printing  we  are  able 
to  identify,  not  one  or  two,  but  eight  distinct  types.  Not  one  of  these 
types  can  be  tied  up  with  the  work  of  any  known  printer,  nor  is  it 
possible  to  establish  the  place  of  printing  or  the  date  of  issue  of  any 
one  of  the  dozens  of  publications  represented. 

Inasmuch  as  the  history  of  printing  in  Holland  from  1473  on — 
at  which  date  printers  of  the  German  school  introduced  the  art  at 
Alost  and  Utrecht — has  been  exhaustively  studied  and  is  well 
known,  the  existence  of  this  body  of  unidentified  printing  presents 
a  puzzle  which  challenges  the  wits  of  any  student  of  the  subject  who 
is  not  blindly  committed  to  one  camp  or  the  other.  When  we  add 
that  the  technique  of  this  printing  is  primitive  to  a  degree,  the 
puzzle  becomes  still  more  complicated. 

When,  where,  and  by  whom  was  that  primitive  printing  done? 
The  answer  to  these  questions  is  perfectly  clear:  we  have  not  a  shred 
of  definite  evidence  on  which  a  conclusive  answer  can  be  based — 
except  that  the  printing  was  probably  done  in  Holland.  The  identity 
of  the  primitive  Dutch  printer — or  printers — is  still  a  mystery.  The 
Gesamt\atalog  der  Wiegendruc\e,  the  latest  and  most  complete 
catalogue  of  the  incunabula,  with  praiseworthy  conservatism  lists 
these  titles  as  produced  by  the  “Printer  of  the  Speculum” 

There  is  just  one  thread  of  connection  between  the  unidentified 
early  Dutch  printing  and  the  work  of  known  printers.  In  1481, 
Jan  Veldener,  an  itinerant  printer  then  working  at  Utrecht,  issued 
an  edition  of  Epistles  and  Gospels  in  the  Dutch  language  in  which 
he  used  two  halves  of  one  of  the  double-compartment  woodcuts 
which  had  earlier  been  used  in  printing  an  edition  of  the  Speculum. 
In  1483,  while  at  Kuilenburg,  the  same  printer  used  a  number  of  the 
Speculum  woodcuts  cut  in  half  so  that  they  would  fit  a  smaller  book. 
This  shows  that  Veldener  must  have  acquired  all,  or  nearly  all,  of 
those  historic  woodcuts.  As  he  is  known  to  have  used  them  first  at 
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Utrecht,  the  assumption  is,  in  the  absence  of  evidence  to  the  contrary, 
that  he  found  them  there.  For  this  reason,  Bradshaw  provisionally 
attributed  to  Utrecht  the  various  editions  of  the  Speculum  and  also 
of  other  works  that  proceeded  from  the  unknown  Dutch  press.  As 
Pollard  says,  “The  presumption  that  Veldener  found  the  blocks  of 
the  Speculum  there  constituted  a  grain  of  evidence  in  favour  of 
Utrecht;  and  if  a  balance  is  sufficiently  sensitive  and  both  scales  are 
empty,  a  grain  thrown  into  one  will  suffice  to  weigh  it  down.”  But 
this  attribution  of  the  primitive  Dutch  printing  to  Utrecht  has  been 
often  repeated  without  emphasis  on  the  provisional  character  which 
Bradshaw  assigned  to  it,  and  there  has  been  considerable  resultant 
confusion.  I  share  with  Mr.  Pollard  the  opinion  that  it  would  have 
been  better  to  disregard  the  “grain  of  evidence”  and  not  attempt,  in 
our  present  lack  of  knowledge,  to  assign  these  books  and  fragments 
to  any  one  city. 

Mention  has  just  been  made  of  editions  of  the  Speculum .  The 
Speculum  humanae  salvationis  (the  Latin  title)  or  Spieghel  onzer 
Behoudenisse  (the  Dutch  form  of  the  title)  was  the  most  interesting 
product  of  the  primitive  Dutch  press.  This  “Mirror  of  Human  Salva¬ 
tion,”  which  has  already  been  mentioned  in  the  chapter  on  early 
woodcuts  and  block  books,  was  a  series  of  scenes  from  Bible  history 
presented  in  pictures  with  explanatory  text.  The  pictures  were  placed 
two  on  a  block,  each  picture  being  enclosed  in  a  border  of  architec¬ 
tural  design.  A  column  of  descriptive  matter  was  printed  under  each 
picture.  There  are  four  known  editions  of  the  Speculum  from  the 
unknown  Dutch  press.  Two  of  these  have  the  text  in  Latin  and  two 
in  Dutch.  The  pictures  in  all  of  them  are  obviously  from  the  same 
wood  blocks,  but  there  are  individual  peculiarities  in  each  edition  in 
the  letters  of  the  text.  The  woodcuts  appear  to  have  been  printed 
first  in  a  watery  ink  which  has  since  turned  brown,  after  which  the 
text  was  printed  in  a  black,  oily  ink. 


176  THE  CASE  OF  RIVAL  CLAIMANTS 

In  three  of  these  editions  of  the  Speculum  the  text  is  set  in  mov¬ 
able  types,  while  in  a  fourth  the  text  of  some  of  the  pages  is  set  in 
movable  types  but  for  the  other  pages  is  engraved  on  a  wood  block. 
For  three  and  a  half  centuries  this  mixture  of  type  and  block  print¬ 
ing  was  interpreted  as  meaning  that  this  edition  was  the  earliest  of 
all  and  marked  the  transition  from  block  books  to  books  printed 
with  movable  types.  Ottley,  however,  in  1816,  upset  this  neat  hypo¬ 
thesis,  which  seemed  so  beautifully  to  fit  the  facts,  by  demonstrating 
from  the  comparative  wear  and  tear  on  the  blocks  in  the  various 
editions  that  the  “mixed”  edition  came  third  instead  of  first.  This 
circumstance  seemed  to  indicate  that  the  printer  of  the  Speculum 
became  weary  of  setting  the  type  all  over  again  each  time  the  book 
was  reprinted  and  in  consequence  decided  to  replace  the  type  com¬ 
position  with  engraved  blocks  which  could  be  used  again  and  again 
without  undue  labor — much  as  modern  printers  resort  to  stereotyp¬ 
ing  under  similar  conditions.  But  this  supposition,  too,  has  been 
vigorously  contested,  with  much  show  of  reason.  In  fact,  the  problem 
raised  by  this  combination  of  type  and  wood  blocks  for  printing  text 
matter  must  be  regarded  as  an  open  question  until  there  has  been 
opportunity  for  further  study  of  the  existing  copies  and  fragments 
of  the  different  editions  of  the  Speculum . 

In  addition  to  the  four  editions  of  the  Speculum,  the  primitive 
Dutch  press  produced  an  extensive  series  of  different  editions  of  the 
omnipresent  Latin  grammar  of  Aelius  Donatus,  which  remind  us 
that  the  Cologne  Chronicle  mentioned  the  Donatuses  printed  in 
Holland  as  the  “prefiguration”  from  which  the  German  invention 
of  printing  was  developed.  Some  of  these  Donatus  fragments  appear 
to  have  been  printed  on  one  side  of  the  leaf  only  and  with  an 
extremely  primitive  technique. 

Other  titles  from  the  unknown  Dutch  press — or  presses — include 
several  editions  of  the  Doctrinale  of  Alexander  Gallus  de  Villa  Dei 
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tod  mftlgaees  qp  irritafti  m  trite 
M>it  tig  tffffcdfl  mfeit  $  £{&  tete  bat'Aagellis 
^enefifltffcapto 


$}iU  ecMa^Jigeifsal  aottiffis  wbta 
9  plflfa  ^C|  ab  $tfif  i  lab  fate  n0  eas 
£lc  I  fame  pfi  m  gmcff  nfcpl  retnafbas 
quto  cot  igl  eg£i  noette  0  tenetfc* 
&a$fo  fins  tula:  Ifte  mtatltn  0.  $rperibr 
12)  1)5  fogieo  fifte  fiifliiims  gp£  $  u  paffion? 
€s  tie  &&&$  algal  fiigfsete  fgbfaoji? 

ti  M\§  ml?  pens  aubrnim  a  #ibi(K 
(Sunil#  fills  gaffio  bill  nrl  ilju  ggin 
ftbiite  qultea  babuls  ggo?  ab  tebildotif 
s&wl  tama  $  tue  faluK  fuftimiis  paCHon^ 
fif  qfi'tfi  m  M&.  Mm  pgm  fuChnuifit 

<^010  frttii&isf  0  qfibJ  femlry  fibi  pebbibUH 
lIDiTie  bong  fiidd  alerts?  bleb?  bite  tue 

tig  cmdites  mrnie  rangul^  file  gutte 
noli  ergo  nTmae  fi  cudgels  te  mobiefi  fiifijnl 
#>eb  to0niu0  iljtigpi'  oeU#  meiaiibj  imere 
aimadtubinf  eftfmiguinf  gp  tfiinifrett 
es  bitftue  dbi  5r0#  fiufineti^  ^  balce 
^nfitneib^c^ia  mobicf  fiagenadon^ 

€S  I  fiuun)  e&wgrag  ypetwa  tlpnadon0v 
#o0ula  a  bffo  ns  f  boc  Icfo  ita  cotoparfe 
pofi  moitf  ce^nfi  teiPfipei  igtegi  tn^atftf 
®  bit  Ib0 1  l)flc  btla  prnte  tto£  0  flageUa 
C8  poll  motif  m0m  guClem?  telica  metta 
3ob  4°  capto 
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(another  popular  schoolbook  of  the  day),  the  Disticha  of  Dionysius 
Cato,  the  Facetiae  morales  of  Laurentius  Valla,  the  De  salute  cor¬ 
poris  of  Gulielmus  de  Saliceto,  and  the  Singularia  juris  in  causis 
criminalibus  of  Ludovicus  Pontanus.  The  last-named  volume  also 
contains,  but  in  a  different  type,  some  abstracts  from  the  works  of 
Aeneas  Sylvius,  who  is  designated  therein  as  Pope  Pius  II. 

There  are  a  good  many  examples  of  this  early  Dutch  printing 
now  to  be  seen  at  Haarlem,  but,  as  Kruitwagen  has  pointed  out,  not 
many  of  them  were  found  there  but  have,  on  the  contrary,  been 
acquired  by  purchase  in  comparatively  recent  times. 

Efforts  to  date  these  primitive  Dutch  books  have  produced  only 
negative  evidence.  A  fragment  of  a  Dutch  Doctrinale  has  been 
found  in  the  binding  of  a  manuscript  which  its  writer  completed  in 
1462  and  which  was  probably  bound  soon  thereafter.  A  copy  of 
Saliceto’s  De  salute  corporis  has  a  note  that  the  rubrication  of  it  was 
finished  in  1472,  and  a  copy  of  a  Latin  edition  of  the  Speculum  from 
the  unknown  Dutch  press  was  rubricated  in  1471.  The  abstracts  of 
the  works  of  Aeneas  Sylvius,  already  mentioned,  could  not  have 
been  printed  before  1458,  because  it  was  in  that  year  that  the  writer 
became  Pope  Pius  II  and  the  fact  that  he  was  pope  is  mentioned  in 
the  volume.  In  other  words,  direct  evidence  that  any  of  this  printing 
was  done  before  1458  is  as  yet  entirely  lacking. 

The  work  of  the  primitive  Dutch  printer — or  printers — was 
crude  indeed.  It  appeared  in  pamphlets  rather  than  books,  produced 
for  distribution  among  people  of  the  simplest  tastes  or  for  the  uncriti¬ 
cal  use  of  schoolboys.  The  different  types  used  show  no  stages  of 
improvement,  as  with  the  earliest  German  types,  but  only  variations 
of  forms  produced  by  the  same  process.  Clearly,  if  the  early  Dutch 
printing  was  indeed  the  prefiguration  of  the  invention  perfected  at 
Mainz,  it  could  have  contributed  little  more  than  the  suggestion  that 
it  was  possible  to  reproduce  books  by  a  mechanical  method. 


pmoid  acmoTt?  mgmotta  dermal  (oJcm? 
attofd  ttfto  dmiio  ifl  ie  rnOe  fptotd  m  old 
Gtdcute  dmi?  faun  o.rarop?  tndo  trtte 
(OpO  retts$ad  eitcopO  (me  pitopfl 
d  placed  ?  csnopl?  prop?  4$  10fl£  teded 
(tip  t  dremad.&pdotO  tettf  ddiftttnad 
imiQtuio  paid  ,pducpated  ette  {bttowd 
otd  odliquod  0 1  ot  M  tOge.fed  ardoi 
d  meOt  et  tettyot  mftot  tint  marmot  *  erf* 
otdpitr  (iiod.&d  (dgtdadie  palog 
<$  quetS  4pna(ttdot)U4$  dmilGta 
f *  adforidod  oddfitSdot  etoddewlam? 
dp  (tip  o  Idqa.fimdteflaf  atefe 
(iideOte  tadld  o  loitpa  fiaid  ajotfi 
tic  tumponOtur  dlftreta  mfte  ttotettd 
(tip  jo  mro.ted  tompoOdtia  ttomto 
med  fmrtptdO«(|temitTnte  Calubce 
to  c^tm^im?  tjrifd  a  r  am  (tidid  d  mo 
ttm  tottfpiee.fco  poUutf  ddt  temad 
attdmolOqed&dtida  rmtfonnto 
me  d  IGpa  mfxtJipemd  tetmdaf 
re  p  lottpa  M  to.m  ^7c  ttdt  tOluqe  tfpta 
iiso^durid  fcd  fangtti(ti0a  dtetuadid 
(tip  1  derma  geiultid  atmlot  atempta 
tie  tedmadiddds  terda  idga  ttotadid 
ofa  fed  fadulott  drrw'af  lermle  (Otto 
(la  (bail  at?  (bdotyerulaf  dtetttadtdorfgo 
dUifd  derated  Od  pfiiltd  et  ttedulottio 
tadtm?  (tip  ttt.ddt  idpa.fioid  altimf 
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But  what  was  the  method  by  which  these  early  books  were  pro¬ 
duced?  Gottfried  Zedler,  who  has  made  an  exhaustive  study  of  the 
Dutch  incunabula,  believes  that  they  were  printed  from  movable 
types  made  by  a  primitive  and  tedious  process  of  casting  in  sand, 
with  wooden  hand-engraved  originals  used  as  patterns.  Zedler  fur¬ 
ther  believes  that  Coster  was  the  inventor  of  this  process,  which, 
however,  was  sterile  because  it  was  incapable  of  development  into  a 
practicable  method  of  casting  types. 

It  remains  now  to  note  that  there  have  been  several  other  pre¬ 
tenders  to  the  honor  of  being  the  inventor  of  printing.  According 
to  an  obscure  chronicle  of  the  seventeenth  century,  Pamfilo  Castaldi, 
of  Feltre,  Italy,  was  the  inventor  of  movable  types,  and  his  native 
town  gave  the  story  such  credence  that  in  1868  a  monument  was 
erected  in  his  honor.  The  story  has  not  been  taken  seriously  by 
historians,  but,  though  denying  him  the  chief  honor,  recent 
researches  have  shown  that  Castaldi  was  the  first  printer  in  Milan. 
One  wild  story  places  the  invention  at  Kuttenberg,  in  Bohemia,  of 
which  city  Johann  Gutenberg  is  asserted  to  have  been  a  native. 
Another  story  ascribes  the  invention  to  Jean  Brito,  who  printed  at 
Bruges  about  1477  to  1488.  And  the  honor  has  been  claimed  by  some 
advocates  for  Johann  Mentelin,  the  early  printer  of  Strasbourg. 
None  of  these  tales,  however,  appears  to  have  any  foundation  except 
a  local  legend. 

But  there  is  one  rival  claim  to  the  invention  of  printing  which 
has  some  basis  of  fact,  and  the  circumstances  of  it  are  of  considerable 
interest.  In  1890,  the  Abbe  Requin  discovered  at  Avignon,  France, 
five  notarial  protocols  in  Latin,  dated  1444  and  1446,  which  show 
that  Procopius  Waldfoghel,  a  silversmith  from  Prague  then  residing 
in  Avignon,  was  interested  in  a  method  of  “writing  artificially”  and 
in  painting  colors  on  textiles.  One  of  the  documents  mentions  “two 
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alphabets  of  steel,  two  iron  forms,  one  steel  screw,  forty-eight  forms 
of  tin,  and  various  other  forms  pertaining  to  the  art  of  writing.” 
Another  document  deals  with  a  promise  made  by  Waldfoghel  to 
give  instruction  in  his  art  of  writing.  We  hear  further  of  promises 
not  to  disclose  to  others  the  art  so  taught,  of  making  twenty-seven 
Hebrew  letters  cut  in  iron  “according  to  the  science  and  practice 
of  writing,”  and  of  instruments  of  “wood,  tin,  and  iron.” 

But  the  references  in  the  Avignon  documents  do  not  point  clearly 
to  an  invention  of  printing  with  movable  types,  although  there  is  an 
indication  of  some  process  in  which  metal  letters  were  to  be  used — 
perhaps  for  being  successively  impressed  on  paper  in  the  “writing” 
of  a  text,  somewhat  after  the  manner  of  the  letters  of  our  rubber 
stamps.  No  scrap  of  printing  at  Avignon  produced  within  fifty 
years  of  the  Waldfoghel  dates  has  ever  come  to  light,  and  no  writer 
has  ever  seriously  maintained  that  the  Waldfoghel  experiments, 
even  if  they  had  to  do  with  printing,  antedated  the  Strasbourg 
experiments  of  Gutenberg.  The  suggestion  has  been  advanced,  how¬ 
ever,  that  Waldfoghel  may  have  picked  up  the  idea  of  printing  from 
something  or  other  which  became  public  at  the  Gutenberg  trial  in 
Strasbourg  in  1438.  There  are  records  of  several  former  Strasbourg- 
ers  in  Avignon  at  about  that  time,  including  one  Walter  Riffe,  who 
was  a  silversmith. 


XII 


The  Dissemination  of  Printing 


OUTSIDE  of  Mainz  and  its  immediate  environs,  the  first 
cities  into  which  the  new  typographic  art  was  introduced 
were  Bamberg  and  Strasbourg.  Some  authorities  have  sug¬ 
gested  that  Gutenberg  himself  may  have  printed  the  36-line  Bible  at 
Bamberg  about  1460,  but  this  must  remain  a  matter  of  speculation. 
However,  Albrecht  Pfister,  beginning  at  Bamberg  in  1461  with 
types  which  had  been  Gutenberg’s,  is  known  to  have  printed  there 
at  least  ten  books,  to  some  of  which  we  shall  refer  in  a  later  chapter. 
Most  of  Pfister’s  publications  were  addressed  to  a  popular  audience, 
and  few  copies  have  survived  their  contemporary  popularity.  Typo¬ 
graphically  they  were  so  inferior  as  to  weigh  against  the  supposition 
of  some  scholars  that  Pfister  had  been  closely  associated  with  Guten¬ 
berg  in  the  production  of  the  36-line  Bible.  Whatever  this  associa¬ 
tion  may  have  been,  it  does  not  seem  to  have  involved  close  attention 
on  Pfister’s  part  to  the  technique  of  printing. 

At  Strasbourg,  Johann  Mentelin  was  printing  by  1460,  and  per¬ 
haps  earlier,  turning  out  for  the  most  part  large  and  unwieldy  vol¬ 
umes  which  defied  everyday  use  and  have  thus  come  down  to  us  in 
better  condition  than  most  incunabula.  Mentelin’s  associate  and  suc¬ 
cessor  was  his  son-in-law,  Adolf  Rusch,  whose  name,  however,  does 
not  appear  on  a  single  one  of  the  books  he  printed.  Rusch  was  the 
first  to  print  with  a  type  of  a  strongly  roman  character,  and  his  font 
was  distinguished  by  a  capital  R  of  bizarre  design  which  has  led  to 
his  being  usually  designated  as  the  “R-printer.”  Heinrich  Eggestein, 
who  began  printing  at  Strasbourg  about  1464,  was  another  who  sel- 
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dom  put  his  name  to  his  typographic  productions,  and  many  of  the 
other  early  books  printed  in  that  city  are  without  indication  of  the 
names  of  their  printers.  Eggestein  was  one  of  the  first  printers  to 
receive  a  special  privilege  to  follow  the  new  craft,  under  a  grant  con¬ 
ferred  upon  him  by  Landgrave  Friedrich  in  1466. 

Soon  after  the  beginnings  of  printing  at  Strasbourg  and  Bam¬ 
berg,  internal  dissensions  in  Mainz  came  to  a  head  in  the  so-called 
“Bishops’  War”  between  rival  claimants  to  ecclesiastical  authority. 
In  October,  1462,  the  victorious  party  of  Archbishop  Adolf  entered 
and  sacked  the  city.  Adolf  represented  the  patrician  party,  and  with 
his  accession  it  seemed  likely  that  things  would  go  hard  with  the 
guilds  and  crafts.  Possibly  in  the  industrial  dislocation  of  this  period 
a  number  of  printers  trained  in  their  craft  at  Mainz  found  them¬ 
selves  without  prospect  of  employment  and  left  the  city  to  seek  their 
fortunes  elsewhere.  At  any  rate,  we  find  that  almost  all  the  first 

s' 

printers  in  Italy,  France,  and  Spain  were  men  either  with  German 
names  or  specifically  designated  as  Germans.  And  many  of  them, 
not  always  truthfully,  claimed  to  have  come  from  Mainz. 

Among  those  printers  who  are  known  to  have  lived  and  worked 
in  Mainz  was  Conrad  Sweynheym.  This  craftsman,  with  a  partner 
named  Arnold  Pannartz,  left  Mainz  apparently  with  the  intention 
of  carrying  the  printing  craft  to  Rome.  But  instead  of  proceeding 
directly  to  the  Eternal  City,  they  stopped  and  set  up  a  printing  office 
in  the  ancient  Benedictine  monastery  at  Subiaco,  some  thirty  or  forty 
miles  away.  No  one  knows  why  they  tarried  at  the  monastery  instead 
of  seeking  opportunities  at  Rome.  It  has  been  suggested  that  they 
were  invited  to  do  so  by  the  learned  Spanish  prelate,  Cardinal  Juan 
de  Torquemada,  known  also  by  his  Italian  name,  Giovanni  di  Tur- 
recremata,  who  acted  on  the  earnest  plea  of  a  brother  cardinal, 
recently  deceased,  that  the  new  art  of  printing  be  introduced  into 
Italy.  At  that  time,  the  Subiaco  monastery  was  under  the  charge  of 
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Torquemada  and  was  logically  die  place  at  which  he  would  wish  to 
see  a  press  erected. 

However  this  may  have  been,  the  two  German  printers  estab¬ 
lished  their  press  in  the  monastery  and  proceeded  to  print,  in  1465 
or  possibly  a  year  earlier,  an  edition  of  Donatus,  of  which  no  copy 
has  survived.  They  next  produced  two  books,  Cicero’s  De  oratore 
and  an  edition  of  the  works  of  Lactantius.  The  latter  noted  in  its 
colophon  that  it  was  completed  October  29,  1465,  and  it  was  long 
considered  the  earliest  extant  book  printed  in  Italy.  But  the  priority 
of  the  Cicero  has  been  made  known  by  a  copy  of  it  which  contains  a 
handwritten  notation  by  its  first  owner  that  the  volume  had  been 
“carefully  corrected  and  emended”  on  September  30,  1465. 

The  Lactantius,  in  addition  to  being  a  handsome  volume,  is  dis¬ 
tinguished  by  being  the  first  book  in  which  Greek  type  appears. 
A  page  of  this  volume  is  here  reproduced.  The  type,  it  will  be 
observed,  is  a  condensed  roman  of  considerable  color  but  retaining 
many  of  the  characteristics  of  the  rounded  gothics.  It  is  a  type  which 
Sweynheym  probably  cut  and  cast  in  Italy,  in  deference  to  the  Italian 
preference  for  the  humanistic  roman  letter.  This  type  has  served  as 
the  model  for  one  of  the  private  types  cut  by  the  Ashendene  Press 
and  used  in  its  books. 

The  foregoing  is  the  story  of  the  introduction  of  printing  into 
Italy  as  it  has  been  told  for  the  last  century.  Recently,  however, 
Konrad  Haebler,  one  of  the  world’s  leading  authorities  on  fifteenth- 
century  printing,  has  proposed  a  correction  in  the  record  of  early 
Italian  printing,  based  on  his  studies  of  some  printed  fragments  of 
an  Italian  translation  of  the  German  Sieben  Leiden  vom  Christi. 
Haebler  believes  that  this  translation  was  printed  in  Italy  about  1462 
by  an  itinerant  printer  who  came  into  Italy,  found  the  field  unprom¬ 
ising,  and  returned  to  Germany.  The  only  clue  to  the  place  of  print¬ 
ing  is  the  fact  that  the  translation  is  in  an  Italian  dialect  peculiar  to 
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diftina :  qua  tenet  ad  aita.Ppft  bf  c  dais  botem  qua  expofui  roe  genemtum 
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d  certa  madata  quf  fi  obteruaflet :  tmortalts  maneret.fi  trafendtffet :  morte 
afficerer.I  d  aut  preceptu  fine :  ut  ex  arbore  una  quj  fiiit  m  medio  paradifi 
non  guftaret.m  qua  pofueiat  mtdligmam  bom  64  mali.T  u  crimiator  ills 
maidens  opibus  del :  oes  fallaoas  64  calliditates  fuas  ad  dedpiendu  botej 
jhtendit.ut  ei  adimeret  immortalitatem.  Et  pmo  mulierem  dolo  illexit.uc 
uentu  cibum  fumerer.  et  per  ea  ipi  quocp  boi  perfuafit :  ut  tmnlcenderet  dei 
legem.  Percepta  igit  fda  bom  et  malt;  pudere  eum  nudkatis  fuf  coepit.ab  * 
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oom  64  malt.Stc  facia  bois  uita  eft  tparia :  fed  tn  longa.que  m  mtlle  annos 
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PAGE  FROM  THE  LACTANTIUS  PRINTED  BY  SWEYN- 
HEYM  AND  PANNARTZ  AT  SUBIACO,  1465. 


THE  DISSEMINATION  OF  PRINTING 


1 86 

the  region  of  Bologna.  It  is  not  possible  here  to  discuss  in  detail  the 
evidence  on  which  Professor  Haebler’s  contention  is  based,  but  the 
weight  of  his  opinion  on  the  matter  is  very  great.  His  argument  will 
at  least  afford  a  variant  on  the  commonly  accepted  account  of  Italian 
typographic  origins. 

To  return  to  the  two  German  printers  at  the  Subiaco  monastery, 
we  find  that  they  did  not  tarry  there  long,  nor  did  they  do  much 
printing  there.  In  addition  to  the  works  already  mentioned,  they 
printed  an  edition  of  Saint  Augustine’s  De  civitate  Dei,  which  was 
completed  June  12,  1467,  and  in  the  same  year  moved  on  to  Rome. 
Whether  the  first  printing  in  that  city  was  done  by  Sweynheym  and 
Pannartz  or  by  Ulrich  Han,  another  German  who  set  up  a  press 
there,  cannot  be  stated  with  certainty. 

Sweynheym  and  Pannartz  at  Rome  worked  not  wisely  but  too 
well.  By  1472  they  had  produced  about  forty  titles  in  editions  of 
275  to  300  copies  each.  They  printed  mostly  editions  of  the  Latin 
classics,  and  their  output  flooded  the  market.  In  1472  they  presented 
to  Pope  Sixtus  IV  an  appeal  for  aid  of  some  kind,  in  return  for  their 
great  service  in  bringing  the  printing  art  to  Rome.  So  many  other 
printers  had  followed  them  to  Rome,  they  said,  that  they  could  not 
sell  what  they  had  printed.  Their  house  was  full  of  printed  books, 
but  empty  of  the  necessities  of  life.  This  petition  is  of  interest  to 
bibliographers  because  there  was  printed  with  it  a  list  of  the  books 
produced  by  the  two  Germans.  The  petition  apparently  had  no 
immediate  result,  and  the  two  printers,  in  spite  of  their  houseful  of 
unsold  books,  produced  seven  more  in  1473.  In  1474  the  two  parted 
company.  Pannartz  continued  to  print  at  Rome  until  his  death  in 
1476.  Sweynheym  turned  his  attention  to  the  engraving  of  copper¬ 
plate  maps  for  the  use  of  another  printer.  He  died  about  1477.  By 
that  time,  ten  or  a  dozen  other  printers,  all  Germans,  were  operating 
presses  at  Rome. 
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As  Rome  was  the  center  of  culture  and  of  ecclesiastical  authority, 
so  Venice  was  the  leading  commercial  center  of  Europe  in  the 
fifteenth  century.  The  first  printer  at  Venice  was  John  of  Spire, 
known  from  contemporary  documents  as  having  been  a  goldsmith 
at  Mainz  in  1460  or  1461.  His  first  book  at  Venice  appeared  in 
1469.  He  shrewdly  procured  for  himself  a  five-year  exclusive  patent 
or  privilege  for  printing  in  Venice,  which  was  destined  soon  to 
become  the  queen  city,  typographically,  of  Italy,  if  not  of  all  Europe. 
But  this  monopoly  was  short-lived,  for  John  died  the  following 
year,  and  his  brother,  Wendelin  of  Spire,  who  took  over  the  busi¬ 
ness,  did  not  fall  heir  to  the  special  privilege,  as  the  Venetian  author¬ 
ities  held  that  it  had  lapsed  with  John’s  death.  The  field  was  thus 
open  to  all  comers,  and  the  entrants  were  many.  In  fact,  the  develop¬ 
ments  of  typography  at  Venice  were  so  important  under  Jenson  and 
Aldus,  two  of  the  outstanding  early  masters  of  the  craft,  that  their 
contributions  to  bookmaking  have  been  reserved  as  the  subject  of 
the  following  chapter. 

After  Italy,  the  next  country  of  modern  Europe  in  which  print¬ 
ing  began  was  Switzerland,  although  Basel,  where  the  press  was 
first  set  up,  was  in  the  domain  of  Germany  in  the  fifteenth  century. 
It  is  not  known  just  when  printing  began  in  Basel,  nor  who  was 
actually  the  first  printer  there.  The  first  dated  book  produced  in  that 
city  was  printed  in  1474  by  Bernhard  Richel,  who  was  not,  however, 
the  first  to  print  in  Basel.  The  generally  accepted  tradition  is  that 
the  first  printer  was  Berthold  Ruppel,  whom  some  writers  have 
unsuccessfully  sought  to  identify  with  the  Bertolf  von  Hanau  men¬ 
tioned  in  the  Fust-Gutenberg  lawsuit  of  1455  as  one  of  Gutenberg’s 
servants.  But  it  is  not  at  all  certain  that  Michael  Wenssler  has  not 
some  claim  to  priority  here.  The  early  printers  of  Basel  as  a  rule 
neither  put  their  names  to  their  books  nor  dated  them,  and  the 
facts  of  the  introduction  of  printing  there  must  be  sought  in  contem- 
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porary  town  records  and  other  indirect  sources,  which  are  not  con¬ 
clusive.  It  seems  likely,  however,  that  the  first  printing  office  in  Basel 
began  work  about  1467. 

The  next  country  into  which  typography  was  introduced  was 
France.  The  story  of  its  coming  there  reveals  to  us  the  zeal  of  two 
enthusiasts  for  the  service  of  printing  to  the  cause  of  learning.  These 
men,  still  in  their  thirties,  were  Johann  Heynlin,  a  German  by 
birth,  who  had  been  rector  and  librarian  of  the  Sorbonne  at  Paris, 
and  Guillaume  Fichet,  professor  of  philosophy  and  rhetoric  and  also 
former  rector  and  librarian  of  the  same  institution.  Heynlin  had 
come  to  Paris  from  Germany  in  1459,  but  after  a  few  years  had  gone 
to  Basel  in  1463  for  further  study  at  the  university  there.  There  is 
no  doubt  that  Heynlin  and  his  scholarly  associates  at  the  Sorbonne 
were  already  quite  familiar  with  books  produced  by  the  new  process 

of  printing,  and  it  is  known  that  Heynlin  in  Basel  was  acquainted 
with  some  of  the  printers  who  came  there  to  practice  their  craft. 

After  his  return  to  Paris  in  1468,  Heynlin  associated  himself  with 
Fichet,  who  had  important  and  influential  connections,  in  the  enter¬ 
prise  of  establishing  a  press  for  the  service  of  scholars  at  the  Sor¬ 
bonne.  At  their  instigation,  three  German  printers  were  induced  to 
come  to  Paris.  They  were  Ulrich  Gering — generally  regarded  as  the 
ranking  member  of  the  group  and  in  consequence  looked  upon  as 
the  Caxton  of  France — Michael  Friburger,  and  Martin  Crantz. 
Friburger  had  been  a  student  at  the  University  of  Basel  at  the  time 
Heynlin  was  there  and  probably  had  learned  printing  in  that  town. 
It  is  not  unlikely  that  Gering  and  Crantz  also  came  from  Basel. 

These  three  printers  worked  for  a  time  in  the  employment  of 
Heynlin  and  Fichet,  who  were  the  real  conductors  of  the  enterprise. 
They  set  up  their  press  within  the  confines  of  the  Sorbonne  and 
there,  in  the  space  of  two  years,  printed  more  than  a  score  of  books — 
all  of  them,  it  may  be  noted,  in  a  very  fair  roman  type  and  all 
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addressed  to  an  academic  circle  of  readers.  Their  first  book  was  a 
collection  of  letters  in  Latin  of  Gasparino  Barzizi,  edited  by  Heynlin, 
which  appeared  probably  in  the  latter  half  of  1470,  with  a  colophon 
of  four  Latin  distichs  offering  to  Paris  this  product  of  the  almost  di¬ 
vine  art  invented  in  Germany  and  practiced  by  the  printers  Michael, 
Ulrich,  and  Martin.  Their  next  work  was  probably  the  Ortho - 
graphia  of  Gasparino,  also  edited  by  Heynlin,  which  was  completed 
January  1,  1471.  It  was  this  volume  which  contained,  in  some  of  its 
copies,  the  famous  letter  of  Fichet  to  Robert  Gaguin  in  which  Guten¬ 
berg  was  hailed  as  the  inventor  of  printing. 

Towards  the  end  of  1472,  Fichet,  the  more  influential  of  the 
two  backers  of  the  press,  departed  for  Italy  to  accept  an  appointment 
from  the  pope.  A  few  months  later  Heynlin,  too,  left  Paris  to  return 
to  Basel.  Deprived  of  professional  patronage,  the  three  German 
printers  had  to  leave  the  Sorbonne  and  set  up  shop  in  the  Rue  Saint- 
Jacques — a  street  destined  to  be  the  haven  of  printers  for  centuries 
to  come.  In  1476  they  issued  from  the  sign  of  the  Soleil  d’Or  the  first 
Bible  printed  in  France.  In  January,  1478,  Friburger  and  Crantz 
dropped  out  of  the  partnership  and  disappeared  from  printing  his¬ 
tory.  Gering  continued  to  print  alone  at  Paris,  with  only  indifferent 
success,  until  his  death  in  1510. 

Competitors  appeared  in  the  Paris  field  soon  after  the  three 
pioneers  left  the  Sorbonne.  In  1474  Pieter  de  Key  sere,  from  Ghent, 
and  Johann  Stoll,  a  German,  were  printing  in  partnership  in  the 
Rue  Saint- Jacques,  and  in  the  following  year  a  third  printing  office, 
the  first  in  Paris  conducted  by  Frenchmen,  was  opened  on  the  same 
street  by  a  group  of  printers  working  at  the  sign  of  the  Soufflet  Vert. 

The  first  printer  at  Lyons  was  Wilhelm  Konig,  better  known  by 
the  French  form  of  his  name,  Guillaume  Le  Roy,  who  was  brought 
thither  by  Barthelemy  Buyer,  a  wealthy  merchant  of  that  city,  who 
employed  him.  Le  Roy’s  first  book,  Lotharii  compendium  breve, 
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a  volume  of  miscellaneous  religious  essays,  appeared  in  September, 
1473,  printed  by  the  order  and  at  the  expense  of  Buyer. 

Lyons  was  a  commercial  city,  situated  on  many  trade  routes. 
Most  of  the  early  books  printed  there  were  for  a  popular  rather  than 
a  scholarly  public.  They  included  many  French  books  of  literature, 
romances  of  chivalry,  fables,  and  histories;  also  a  number  of  law¬ 
books  for  the  law  schools  at  Lyons.  The  city  soon  became  an  impor¬ 
tant  center  of  the  French  book  trade.  Before  the  end  of  the  fifteenth 
century  more  than  160  printers  had  worked  there.  Among  these 
printers,  Germans  so  far  predominated  that  printers  as  a  class  came 
to  be  known  collectively  as  les  Allemands  (the  Germans).  At  Lyons, 
also,  was  established  the  first  typefoundry  in  which  types  were  cast 
for  sale  to  other  printers. 

Printing  was  established  in  nearly  forty  towns  and  cities  in 
France  during  the  fifteenth  century,  but  in  most  of  them  the  func¬ 
tioning  of  the  press  was  ephemeral.  In  only  about  four  localities  was 
printing  established  on  a  solid  and  permanent  basis.  Most  of  the 
French  incunabula  were,  as  we  might  expect,  printed  at  Paris,  but 
the  history  of  the  first  printers  in  the  provincial  towns  offers  an 
intriguing  field  of  research — an  opportunity  embraced  by  the  late 
Anatole  Claudin,  who  issued  a  number  of  monographs  on  the 
genesis  of  printing  in  many  of  these  communities.  He  had  planned 
a  general  history  of  printing  in  France,  but  this  commendable  project 
was  unhappily  cut  short  by  his  death. 

We  have  already  discussed  in  an  earlier  chapter  the  question  of 
when  and  where  the  first  printing  was  done  in  Holland.  The 
earliest  Dutch  books  which  were  signed  and  dated  by  their  printers 
were  produced  by  Gerardus  Leempt  and  Nicholaus  Ketalaer  at 
Utrecht  in  1473.  The  irrepressible  art  raised  its  head  in  1477  at  Delft 
(Jacob  Jacobszoen  and  Maurice  Yemantszoen)  and  at  Gouda 
(Gerard  Leeu).  Printing  also  began  at  Deventer  in  1477,  at  Zwolle 
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in  1479,  and  at  Leiden  in  1483,  in  addition  to  several  less  important 
towns  into  which  the  press  had  meanwhile  been  introduced.  Not 
until  December,  1483,  do  we  find  issued  at  Haarlem  a  book  ascribed 
to  a  specific  printer,  in  the  person  of  Jacob  Bellaert. 

We  next  come  to  a  region  of  extraordinary  interest,  in  its  typo¬ 
graphic  history,  to  people  of  the  English  tongue,  for  here  was  the 
cradle  of  the  first  book  ever  printed  in  our  language.  This  region 
was  the  southern  portion  of  the  Low  Countries  comprising  approxi¬ 
mately  the  area  of  present-day  Belgium.  The  first  printing  here  was 
done  in  the  town  of  Alost  in  1473  by  Johann  of  Paderborn,  also 
known  as  John  of  Westphalia,  who  moved  in  1474  to  the  city  of 
Louvain,  famed  for  the  treasures  of  its  university  library  which  was 
so  regrettably  destroyed  in  the  World  War.  Here  he  found  a  com¬ 
petitor,  Jan  Veldener,  already  at  work,  but  managed  to  dispose  of 
him  by  fair  means  or  foul. 

But  our  interest  in  this  region  centers  at  Bruges,  where  it  be¬ 
hooves  us,  as  members  of  the  English-speaking  fraternity,  reverently 
to  dofT  our  hats.  For  here  was  produced,  in  1476,  the  first  book 
printed  in  the  English  language — the  Recuyell  of  the  Histories  of 
Troye ,  the  printers  being  Colard  Mansion  and  William  Caxton. 
To  Caxton  and  his  work  a  separate  chapter  will  be  devoted,  so  we 
shall  not  here  discuss  in  more  detail  his  activities  at  Bruges.  After 
Caxton  left  for  England,  Mansion  continued  to  print  in  that  city 
until  1484. 

Until  recent  years,  early  printing  in  Spain  was  the  terra  incognita 
of  bibliographers.  But  thanks  to  the  labors  of  Dr.  Konrad  Haebler 
in  the  public,  monastic,  and  private  libraries  of  the  Iberian  penin¬ 
sula,  we  now  have  a  fairly  wide  knowledge  of  the  work  of  the 
typographic  pioneers  in  Spain.  The  earliest  product  of  the  Spanish 
press  has  long  been  supposed  to  be  a  small  volume  of  poems  lauda¬ 
tory  of  the  Blessed  Virgin,  printed  at  Valencia,  in  Castile,  by  Lam- 
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bert  Palmar t,  probably  in  1474.  Palmar t,  who  was  brought  to 
Valencia  by  Jacob  Wisslandt,  a  German  bookseller  then  active  in 
Spain,  put  neither  his  name  nor  the  dates  on  his  earlier  works.  From 
the  colophon  in  a  later  book  we  learn  that  he,  like  so  many  other 
pioneering  printers  of  the  time,  was  an  Alemanus,  which  in  this 
case  is  thought  to  mean  that  he  was  Flemish.  The  peculiarities  of  his 
types  and  other  evidences  indicate  that  he  learned  printing  in  Venice. 

But  the  priority  of  Palmart,  and  of  Valencia,  in  the  Spanish  field 
has  recently  been  disputed  by  an  unpretentious  little  piece  of  print¬ 
ing — an  indulgence,  in  the  Spanish  language,  issued  by  Cardinal 
Rodrigo  Borgia  under  a  papal  bull  dated  March  5,  1473.  As  the 
cardinal’s  mission  to  Spain  ended  in  October,  1473,  it  seems  clear 
that  the  indulgence  must  have  been  printed  between  the  two  dates 
mentioned.  The  printer  and  the  place  of  issue  remain  unknown,  but 
as  the  price  of  the  indulgence  is  given  in  the  money  of  Aragon,  it  is 
safe  to  say  that  it  was  not  produced  in  Valencia.  It  may  have  been 
printed  in  Saragossa.  A  document  recently  discovered  in  the  archives 
of  that  city  gives  some  plausibility  to  this  conjecture.  It  is  a  three- 
year  contract,  made  at  Saragossa  and  dated  January  5,  1473,  between 
Heinrich  Botel,  of  Embich,  Georg  von  Holtz,  of  Halting,  and 
Johann  Planck,  of  Halle,  whereby  Botel  undertook  to  impart  the 
secrets  of  the  printing  art  to  the  others,  who  were  to  invest  a  modest 
capital  in  establishing  a  printing  business.  But  nothing  is  known  of 
any  printing  actually  done  by  these  three  partners,  although  they 
remained  in  association  of  some  kind  until  1478.  Botel  in  1479  set  up 
a  printing  establishment  in  Lerida,  where  he  worked  for  about 
sixteen  years. 

Matthaeus,  another  native  of  Flanders,  is  known  to  have  brought 
the  art  to  Saragossa  in  1475,  when  he  printed  a  single  book  there 
and  then  disappeared  from  all  records.  At  the  end  of  the  same  year 
two  German  printers,  Johann  of  Salzburg  and  Paul  Hurus,  of  Con- 
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stance,  produced  the  first  printing  at  Barcelona.  A  much  disputed 
Barcelona  imprint,  De  condendis  orationibus,  by  Bartolomaeus 
Mates,  bears  the  printed  date  MCCCCLXVIII  (1468)  and  the  name 
of  Johann  Gherling  as  printer.  The  date  as  printed  would  establish 
this  as  the  first  book  printed  in  Spain,  but  Dr.  Haebler  has  brought 
to  notice  the  fact  that  contemporary  records  of  Gherling  at  Barcelona 
make  it  highly  probable  that  the  date  on  the  volume  was  mis¬ 
printed  and  that  it  should  have  been  1488. 

At  Tortosa  the  total  fifteenth  century  output  of  the  press  con¬ 
sisted  of  one  book  printed  there  in  1477  by  Nicolaus  Spindeler  and 
Peter  Brun,  two  Germans,  who  used  the  same  types  that  Matthaeus 
the  Fleming  had  used  at  Saragossa  two  years  earlier.  In  1478  the 
transient  printers  of  Tortosa  set  up  their  press  at  Barcelona.  Also  in 
1477,  printing  began  at  Seville,  a  city  which  was  soon  to  become  an 
important  center  for  the  production  of  books.  Another  important 
Spanish  center  of  book  production  was  Salamanca,  where,  however, 
printing  did  not  begin  until  1481. 

The  earliest  printing  in  Spain,  as  in  Italy  and  France,  was  in 
roman  types.  Later  the  gothic  came  into  use,  particularly  for  liturgi¬ 
cal  books.  Characteristic  of  the  earliest  Spanish  printing  was  the 
extensive  use  of  Hebrew.  The  Spanish  Jews,  in  spite  of  the  Inquisi¬ 
tion,  were  an  important  factor  in  the  spread  of  printing  in  that  coun¬ 
try,  producing  not  only  works  in  Hebrew,  but  also  a  quantity  of 
Christian  writings. 

The  last  important  country  of  Europe  to  receive  the  benefits  of 
the  press  was  England,  where  printing  was  first  done  at  the  end  of 
1476.  Of  the  coming  of  the  press  into  the  Anglo-Saxon  domain  we 
shall  defer  discussion  to  a  later  chapter. 

During  the  fifteenth  century,  however,  printing  was  introduced 
into  many  of  the  lesser  countries  of  Europe,  the  art  becoming  much 
more  widely  distributed  than  is  generally  realized.  In  addition  to  the 
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countries  already  mentioned,  the  first  known  printing  in  Bohemia 
(now  a  part  of  Czechoslovakia)  was  done  in  1468,  at  Pilsen,  by  the 
unnamed  ‘printer  of  the  Guido  della  Colonna”;  in  Hungary  in 
1473,  at  Budapest,  by  Andreas  Hess;  in  Poland  in  1475,  at  Cracow, 
by  Caspar  Hochfeder;  in  the  Balearic  Islands  in  1480,  at  Valde- 
mosa,  by  Nicolaus  Calafat;  in  Austria  in  1482,  at  Vienna,  by  Stephan 
Koblinger;  in  Denmark  in  1482,  at  Odensee,  by  Johann  Snell;  in 
Sweden  in  1483,  at  Stockholm,  by  the  same  Johann  Snell  (in  both 
Denmark  and  Sweden,  the  first  printing  offices  were  branches  of 
Snell’s  principal  printing  plant  at  Liibeck,  in  Germany);  in  Portu¬ 
gal  in  1489,  at  Lisbon,  by  Rabbi  Elieser;  in  Montenegro  in  1494,  at 
Rieka,  by  the  monk  Makario;  and  in  Turkey  in  1494,  at  Constan¬ 
tinople,  by  David  and  Samuel  ibn  Nachmias.  So  far  as  is  now 
known,  no  printing  was  done  in  Russia  in  the  fifteenth  century. 
But  the  origins  of  Russian  printing  have  not  yet  been  subjected  to 
careful  study,  and  in  Dr.  Haebler’s  opinion  it  is  not  unlikely  that 
Russian  printing  of  the  incunabula  period  may  yet  be  discovered. 

Hundreds  of  printers,  some  of  whom  worked  without  leaving 
any  records  of  their  names,  swarmed  to  the  adventure  of  carrying 
the  new  art  into  all  parts  of  Europe  before  the  end  of  the  century 
in  which  printing  was  first  made  known  to  the  western  world.  In  a 
great  many  cases,  these  typographic  missionaries  carried  their  entire 
equipment  “under  their  hats,”  so  to  speak.  In  other  words,  all  that 
many  of  them  took  with  them  to  a  new  location  was  a  knowledge 
of  how  to  cut  punches,  strike  matrices,  make  molds,  cast  the  type, 
and  then  set  it  and  print  from  it  on  presses  which  were  also  of  their 
own  construction.  This  explains  why,  in  certain  places — Subiaco 
and  Paris,  for  example — considerable  time  seems  to  have  elapsed 
between  the  first  arrival  of  the  printers  and  the  first  product  of  their 
presses;  the  printers  had  to  make  all  their  equipment  on  the  spot 
before  they  could  begin  to  print.  It  also  explains  the  great  variety  of 
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typefaces  found  in  the  works  produced  by  the  earliest  printers. 
Many  printers,  of  course,  transported  from  place  to  place,  if  not 
the  actual  types,  at  least  their  punches,  matrices,  and  casting  molds, 
or  else  came  into  possession  of  this  equipment  in  taking  over  the 
shop  of  a  predecessor. 


XIII 


The  Master  Printers  of  Venice 


VENICE  in  the  fifteenth  century  had  become  the  outstand¬ 
ing  European  center  of  commerce  and  industry.  It  was 
inevitable  that  such  a  center  should  seize  upon  the  oppor¬ 
tunities  offered  by  the  new  craft  of  printing,  and  it  was  just  as 
inevitable  that  the  merchants  of  Venice  should  see  in  printed  books 
not  only  aids  to  scholarship  or  to  the  service  of  the  church,  but  also 
valuable  commodities  in  trade.  It  is  at  Venice,  therefore,  that  we 
first  clearly  see  the  printing  industry  regulated  by  business  methods 
rather  than  by  the  preferences  or  whims  of  individual  printers  or 
their  patrons.  Venice  at  a  quite  early  date  became  an  important 
printing  center,  and  by  the  end  of  the  fifteenth  century  more  books 
had  been  published  there  than  at  all  the  other  principal  Italian 
centers  of  the  press  put  together. 

But  much  more  important  to  the  future  of  typography  than  the 
large-scale  production  of  books  at  Venice  was  the  work  done  there 
by  two  men  of  particular  eminence  in  printing  history.  The  ordinary 
printer  of  today,  however  vague  may  be  his  knowledge  of  the  history 
of  his  craft,  is  almost  sure  to  know  the  names  of  Jenson  and  Aldus 
nearly  as  well  as  the  name  of  Gutenberg.  Gutenberg  is  generally 
recognized  as  the  traditional  inventor  of  printing.  The  name  of 
Jenson,  even  if  recalled  in  no  other  connection,  is  associated  with  a 
widely  known  family  of  typefaces,  while  many  brands  of  paper 
and  the  like  have  taken  as  their  trade  names  the  adjective  Aldine. 

There  is  a  certain  historical  justice  in  the  survival  of  these  three 
names,  for  the  men  thus  honored  stand  out  in  a  group  by  themselves 
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as  three  great  benefactors  of  modern  civilization  through  their 
achievements  in  typography.  If  the  German,  Johann  Gutenberg,  in¬ 
vented  the  process  of  printing  with  movable  types,  it  was  a  French¬ 
man,  Nicolas  Jenson,  who  first  put  the  designing  of  typefaces  on  a 
high  artistic  level,  while  Aldus  Manutius,  an  Italian,  first  showed  the 
w^ay  by  which  the  benefits  of  printing  could  best  be  disseminated 
among  the  greatest  number  of  people,  by  producing  books  of  con¬ 
venient  size  and  selling  them  at  a  reasonable  price. 

Jenson  and  Aldus  worked  at  Venice.  Nicolas  Jenson  was  cer¬ 
tainly  the  world’s  first  great  type  designer,  perhaps  the  greatest  in  all 
typographic  history.  Of  his  life  and  personality  we  do  not  have 
extensive  information,  though  what  we  do  know  is  of  the  highest 
interest.  The  date  of  his  birth  is  not  recorded,  but  from  his  own 
statements  it  is  clear  that  he  was  born  at  Sommevoire,  in  the  Depart¬ 
ment  of  the  Aube,  in  north  central  France.  He  had  a  brother,  Albert, 
who  entered  the  priesthood.  When  Nicolas  died  in  1480,  his  mother, 
Zanetta  (Jeanette),  and  his  brother  were  still  living,  as  were  his 
three  daughters  and  his  wastrel  son,  the  last  then  resident  at  Lyons. 
For  all  these  relatives  Jenson  made  ample  provision  in  his  will, 
besides  numerous  bequests  to  charity.  The  considerable  estate  of 
which  he  thus  disposed  is  an  indication  that  he  was  a  man  of  com¬ 
mercial  as  well  as  artistic  ability. 

Tradition  informs  us  that  after  an  apprenticeship  at  the  art  of 
making  dies  for  coinage,  Jenson  became  master  of  the  French  royal 
mint,  but  whether  at  Tours  or  at  Paris  remains  obscure.  From  this 
obscurity  his  name  emerges  for  a  time  in  one  of  the  most  interesting 
documents  thus  far  discovered  in  the  search  for  evidence  of  the 
origin  of  printing.  This  document,  already  mentioned  in  Chapter  X 
as  one  of  the  foundation  stones  on  which  rests  the  fame  of  Johann 
Gutenberg  as  the  inventor  of  printing,  is  the  famous  order  of  Charles 
VII,  king  of  France,  that  the  directors  of  his  mints  select  a  suitable 
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man  to  be  sent  secretly  to  Mainz  to  learn  the  new  art  of  cutting 
punches  and  letters. 

This  order  of  the  king,  dated  October  4,  1458,  has  been  dis¬ 
covered  in  a  manuscript  chronicle  of  the  French  royal  mints  made 
about  the  middle  of  the  sixteenth  century,  in  which  the  substance,  if 
not  the  exact  wording,  of  the  original  order  appears  to  have  been 
carefully  followed.  In  this  sixteenth-century  manuscript,  which  is 
now  preserved  in  the  Bibliotheque  Nationale  at  Paris,  the  tenor  of 
the  royal  order  is  followed  by  a  brief  statement  to  the  effect  that 
Nicolas  Jenson  was  the  man  chosen  for  the  king’s  mission,  that  he 
arrived  at  an  understanding  of  the  art  of  printing,  and  that  he  was 
the  first  to  introduce  that  art  into  the  kingdom  of  France. 

As  to  the  statement  that  Jenson  was  the  first  to  introduce  print¬ 
ing  into  France,  we  can  only  surmise  that  possibly  he  submitted 
some  specimens  of  printing  as  a  kind  of  a  voucher  for  the  successful 
completion  of  his  mission — specimens  which  the  writer  of  the  six¬ 
teenth  century  chronicle  may  possibly  have  seen  in  the  archives  of 
the  French  mints.  But  that  is  pure  and  unsubstantiated  surmise. 
However  that  may  be,  at  about  the  time  of  Jenson’s  probable  return 
from  Mainz,  Charles  VII  died  and  was  succeeded  by  Louis  XI.  This 
change  of  sovereigns  involved  a  fundamental  change  of  policy  and 
personnel  in  the  government  of  the  kingdom,  which  may  have  made 
France  at  that  time  an  unsuitable  field  for  the  introduction  and 
development  of  the  art  of  printing. 

But  Jenson  himself  seems  to  have  formed  so  favorable  an  opinion 
of  the  future  of  the  new  art  that  he  decided  to  entrust  the  course  of 
his  life  to  it,  although  the  reasons  which  caused  him  to  leave  his 
fatherland  are  wholly  unknown.  Nor  do  we  know  what  he  was 
doing  during  the  years  that  intervened  before  the  appearance  of  his 
first  known  printed  work  in  Venice  in  1470.  He  must  have  spent 
some  of  that  time,  we  may  be  sure,  in  the  study  and  practice  of  type 


200 


THE  MASTER  PRINTERS  OF  VENICE 


design  and  type  casting,  for  the  earliest  types  with  which  he  printed 
under  his  own  auspices  show  the  design  and  workmanship  of  a 
master.  It  does  not  seem  unlikely  that  he  was  in  Italy  for  several 
years,  employed  by  the  first  German  printers  there  to  cut  their 
punches,  before  he  opened  his  own  establishment  at  Venice  in  1470. 

Since  Jenson’s  fame  is  derived  chiefly  from  the  beauty  of  his 
roman  types,  we  must  note  once  more  the  historical  origin  of  that 
form  of  letter.  As  mentioned  in  Chapter  III,  students  of  the  classics, 
or  “humanities,”  in  the  times  of  the  Renaissance  revived  the  admir¬ 
ably  legible  Caroline  minuscule  of  four  or  five  centuries  earlier, 
believing  it  to  be  more  truly  Roman  than  the  book-hands  prevalent 
in  the  manuscripts  of  their  own  time.  Thus  developed  what  has 
become  known  as  the  humanistic  script,  as  distinguished  from  the 
prevalent  scripts  which  the  Renaissance  scholars  contemptuously 
called  “gothic,”  or  barbarous.  The  convention  arose,  principally  in 
Italy  but  to  a  certain  extent  elsewhere,  that  manuscripts  of  the  Latin 
classics,  poetry,  and  belles  lettres  generally,  should  be  written  in  this 
humanistic  form  of  calligraphy,  while  theological  works,  law,  medi¬ 
cine,  and  logic  should  appear  in  the  more  conservative  dress  of  the 
gothic  letter. 

This  convention  certainly  prevailed  in  Italy,  where,  moreover, 
the  influence  of  the  humanists  was  so  great  that  there  developed  a 
tendency  to  modify  the  angularity  of  the  gothic  letters  to  something 
approaching  the  more  graceful  humanistic  forms.  Thus  the  early 
printing  in  Italy  at  Subiaco  (see  page  185)  was  done  in  what  must 
be  called  a  semi-gothic,  a  letter  which  has  a  distinct  resemblance  to 
the  roman  type  in  which  this  book  is  printed  no  less  than  to  the  true 
gothic  black  letter.  We  are  tempted  to  describe  this  first  Subiaco 
type  as  a  modified  gothic  such  as  one  who  admired  the  humanistic 
letters  might  produce  in  working  from  a  German  black-letter  model. 

The  next  types  produced  in  Italy  were  definitely  of  the  form 
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which  we  now  call  roman,  and  they  take  their  name  from  the  city 
in  which  they  were  cast.  These,  strangely  enough,  were  not  so  well 
done  as  were  the  types  of  like  character  which  had  already  been  cut 
by  Adolf  Rusch,  the  “R-printer,”  at  Strasbourg.  Similarly,  the  first 
Venetian  types,  those  of  John  of  Spire,  although  infinitely  more 
beautiful  in  design  than  their  immediate  predecessors  at  Rome,  were 
extremely  unsatisfactory  in  their  irregular  alignment.  It  would  seem 
that  the  simpler  the  letter  form,  the  more  difficult  it  was  for  the 
early  craftsmen  to  reproduce  it  satisfactorily  in  type. 

It  was  not  until  Nicolas  Jenson  printed  with  his  own  letter  in 
1470  that  there  was  produced  a  successful  combination  of  a  pure 
letter  of  great  beauty  in  design,  accurately  placed  on  the  type  body 
so  that  it  harmonized  perfectly  with  the  other  characters  which  pre¬ 
ceded  and  followed  it.  What  is  more  natural,  then,  than  to  suppose 
that  the  craftsman  who  achieved  this  result  had  learned  by  the  slow 
process  of  trial  and  error,  or,  in  other  words,  that  he  had  been 
employed  in  the  service  of  one  of  the  earlier  printers  and  had  per¬ 
fected  his  technique  in  another  man’s  workshop?  It  is  altogether 
improbable  that  Jenson’s  admirable  type  of  1470  was  the  result  of  a 
first  effort. 

Whether  or  not  we  can  assume  that  Jenson  worked  for  a  time 
with  Sweynheym  and  Pannartz  at  Rome  is  not  to  be  decided  hastily. 
That  John  of  Spire,  with  his  brother  Wendelin,  had  done  so  before 
he  set  up  shop  for  himself  in  Venice  seems  quite  definitely  estab¬ 
lished,  while  the  supposition  that  Jenson  left  the  workshop  of  Ulrich' 
Han  at  Rome  to  join  John  of  Spire’s  new  establishment  at  Venice  is 
quite  within  the  range  of  probability.  In  fact,  it  would  not  be  wholly 
absurd  to  imagine  that  the  first  roman  types  used  at  Rome  and  at 
Venice  were  trial  flights  of  Jenson’s  genius.  At  any  rate,  the  fact  that 
Jenson  was  able  to  produce  a  whole  series  of  editions  dated  1470 
and  1471  implies  that  he  was  already  in  Venice  and  had  done  con- 
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siderable  work  on  his  new  type  before  the  death  of  John  of  Spire 
late  in  1469. 

Jenson’s  earlier  editions  were  largely  texts  of  the  Latin  classics 
for  which  his  new  letter  was  perfectly  adapted.  In  1471  he  brought 
out  a  Greek  type  which  was  almost  as  excellent  in  its  field  as  his 
roman,  and  he  was  not  so  wholly  committed  to  the  classics  that  he 
could  not  also  design  a  gothic  letter  in  1473  or  1474  for  the  produc¬ 
tion  of  legal  and  theological  texts.  In  addition  to  being  a  type  de¬ 
signer  of  distinction,  Jenson  was  also  a  careful  publisher,  employing 
competent  scholars  as  editors  and  revisers  of  the  texts  he  published. 
He  gradually  diversified  his  output  so  that  in  the  ninety-eight  works 
which  he  is  known  to  have  produced  nearly  every  phase  of  the 
intellectual  activities  of  his  day  was  represented.  But  theology  in 
twenty-nine  titles  and  the  classics  in  twenty-five  were  preponderant. 
A  few  medical  and  legal  works  were  included,  as  well  as  several 
Italian  translations,  and  finally  one  work  of  pure  literature,  Boc¬ 
caccio’s  Fiametta. 

By  1475  Jenson  enlarged  his  organization  and  formed  a  com¬ 
pany,  but  this  was  probably  concerned  only  with  the  selling  of  books, 
and  not  with  their  production.  As  legal  custom  required  at  that  time, 
this  partnership  could  exist  for  only  a  limited  term  of  years,  and  the 
organization  was  therefore  dissolved  in  1480.  It  had  been  so  profit¬ 
able,  however,  that  a  new  company  was  immediately  formed  on 
June  1,  1480,  for  another  term  of  five  years,  but  with  a  larger  num¬ 
ber  of  partners.  Included  in  the  company  was  Johannes  de  Colonia, 
or  John  of  Cologne,  who  had  married  the  widow  of  the  late  John  of 
Spire  and  had  been  one  of  the  successors  to  the  failing  business  of 
Wendelin  of  Spire.  Thus  we  have  here  an  early  instance  of  a  mer¬ 
ger  of  competing  concerns  engaged  in  printing  and  publishing. 

By  this  time,  however,  Jenson  was  planning  to  take  a  less  active 
part  in  business  affairs,  perhaps  because  his  health  was  already 
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broken.  For  the  new  partnership,  instead  of  being  titled  Nicolas 
Jenson  and  Company,  as  the  first  one  had  been,  was  named  John  of 
Cologne,  Nicolas  Jenson,  and  Company.  Its  first  book  appeared  on 
November  30,  1480,  but  before  that  date  Jenson  had  been  taken  by 
death.  The  company  imprint,  however,  continued  to  be  used  in  1481 
and  1482. 

Jenson’s  will,  which  was  drawn  on  his  deathbed,  was  dated  Sep¬ 
tember  7,  1480.  From  our  point  of  view,  it  is  one  of  the  most  in¬ 
teresting  fifteenth-century  documents  which  have  been  preserved. 
It  is  a  complicated  document  replete  with  details,  but  the  outstand¬ 
ing  features  of  immediate  significance  to  us  are  three:  the  great 
wealth  accumulated  by  the  testator,  which  seems  to'  have  been  ac¬ 
quired  solely  through  his  activities  as  printer  and  publisher;  the 
complexity  and  wide  ramifications  of  his  business  relations;  and  the 
fact  that  he  seemed  to  value  more  than  anything  else  his  set  of  type 
punches.  The  disposal  of  these  implements  he  hedged  around  with 
numerous  provisions,  but  he  evidently  desired  his  closest  friend, 
Peter  Uglheimer,  of  Frankfort,  to  become  their  owner.  Evidently 
this  transfer  took  place,  for  Jenson’s  types  continued  in  use  for  many 
years  thereafter. 

That  Jenson’s  judgment  of  the  value  of  his  type  punches  was  well 
founded  and  that  his  distinctive  type  design  was  indeed  his  most 
precious  possession  is  borne  out  by  the  high  esteem  in  which  those 
letters  have  been  held  by  every  succeeding  generation  which  has  had 
any  concern  for  the  quality  of  its  typography.  As  early  as  1483, 
Andrea  Torresano,  later  the  father-in-law  of  Aldus  Manutius, 
boasted  of  printing  with  “the  illustrious  equipment  and  famous 
types  of  the  late  great  master  in  this  art,  Nicolas  Jenson,  the  French¬ 
man.”  And  from  that  day  to  this  the  masters  of  typography  have 
harked  back  to  those  types  as  a  standard  for  beauty  and  balance  in 
the  design  of  letters  for  printing. 
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In  marked  contrast  with  Nicolas  Jenson,  who  was  primarily  a 
craftsman,  stands  the  second  great  Venetian  in  printing  history, 
Aldus  Manutius,  who  was  first  and  foremost  a  scholar.  Aldus  turned 
to  printing  as  a  means  to  an  end,  his  main  interest  being  focused  on 
the  buyer  and  user  of  his  books.  Himself  a  profound  scholar,  imbued 
with  the  spirit  of  the  Renaissance,  he  never  lost  faith  in  his  convic¬ 
tion  that  books  should  be  made  so  as  to  be  read  and  he  never  faltered 
in  his  missionary  zeal  to  put  what  he  considered  the  best  books  into 
the  hands  of  the  largest  possible  number  of  readers.  The  ingenuity 
with  which  he  developed  methods  for  achieving  these  results  and 
the  success  he  won  by  them  have  set  him  apart  as  the  first  great 
publisher  who  created  a  demand  for  an  entirely  new  form  of  book. 

Aldus  was  born  in  1450  in  the  village  of  Bassiano,  near  Velletri. 
He  was  a  student  at  the  universities  in  Rome  and  in  Ferrara  and 
became  an  enthusiast  for  the  recently  rediscovered  masterpieces  of 
ancient  Greek  literature,  now  brought  in  manuscripts  to  Italy  by 
Greek  refugees  from  Constantinople.  He  next  received  appointment 
as  tutor  to  the  sons  of  the  prince  of  Carpi.  This  proved  to  be  an 
important  connection,  for  the  elder  of  his  pupils  later  supplied  him 
with  funds  to  embark  on  his  career  as  a  printer  and  publisher. 

In  1490,  in  his  fortieth  year,  Aldus  went  to  Venice  prepared  to 
establish  a  printing  office  primarily  for  the  printing  of  the  Greek 
classics.  His  enterprise  was  carefully  planned  and  was  set  in  motion 
by  first  assembling  a  group  of  learned  humanists,  both  Greeks  and 
Italians,  as  well  as  a  corps  of  technical  assistants  necessary  for  oper¬ 
ating  an  ample  printing  establishment.  Some  time  was  devoted  to 
this  preparatory  work,  as  the  first  product  of  the  Aldine  press  did 
not  appear  until  1494,  in  the  form  of  two  little  works,  the  poems  of 
Musaeus  in  Greek  and  Latin,  and  the  anonymous  Galeomyomachia 
in  Greek.  In  February,  1495,  according  to  the  modern  calendar, 
appeared  the  Erotemata,  a  Greek  grammar,  by  Constantine  Lascaris, 
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which  Aldus  himself  described  as  the  first  fruits  of  his  labors  in 
Greek  typography  after  five  years  of  experimentation.  Work  on  the 
Lascaris  volume  was  undoubtedly  begun  before  the  other  two,  but 
the  two  minor  works  were  undoubtedly  published  earlier. 

Aldus  held  as  his  primary  purpose  the  not  inconsiderable  task 
of  getting  into  printed  form  all  the  important  ancient  Greek  classics 
which  had  so  far  remained  unpublished  and  also  to  issue  revised 
and  corrected  texts  of  those  which  had  been  printed  only  in  corrupt 
and  inaccurate  versions.  Up  to  July,  1499,  eighteen  out  of  thirty 
titles  from  his  press  were  Greek  texts  or  Greek  grammars  and  dic¬ 
tionaries.  But  although  he  was  primarily  an  enthusiast  for  the  liter¬ 
ary  treasures  of  classical  antiquity,  he  was  fortunately  more  than 
that.  He  was  also  gifted  with  a  sense  of  practical  values  and  he 
intended  that  the  books  he  made  should  not  be  the  expensive  play¬ 
things  of  learned  amateurs,  but  marketable  merchandise.  If  these 
books  were  to  have  the  wide  sale  which  their  publisher  desired,  their 
price  must  not  be  too  high  for  the  buyer  of  modest  means.  As  a 
practical  executive,  Aldus  met  this  problem  of  price  by  reducing  the 
cost  of  production.  His  purpose  could  not  be  served  by  the  publica¬ 
tion  of  ponderous  folios;  he  conceived  the  idea  of  printing  all  the 
best  works  in  volumes  of  handy  size,  rather  closely  printed  in  small 
type.  The  typical  Aldine,  of  which  one  or  two  specimens  can  be 
found  in  almost  any  large  library,  is  a  handy  little  volume  bound  in 
parchment-covered  boards.  The  roaming  scholar  could  easily  pack  a 
dozen  such  volumes  in  his  saddlebags  and  thus  carry  his  working 
library  with  him,  and  die  traveling  bookseller  of  the  day  had  little 
difficulty  in  transporting  a  considerable  stock  of  such  books. 

Aldus  was  not  himself  a  printer,  but  he  was  evidently  capable  of 
grasping  the  essential  points  of  a  technical  problem.  It  must  have 
been  under  his  direction  that  his  artisans  cut  the  small  types  which 
are  characteristic  of  so  many  of  his  editions,  and  his  must  have  been 


POLIPHILO  QVIVI  NARRA,CHE  GLI PARVE  AN> 
CORA  DI  DORMIRE,ET  ALTRONDE  IN  SOMNO 
KITROVARSE  IN  VNA  CO N V ALLE,L A QV  A LE  NEL 
FINE  ERA  SER  AT  A  DE  VN  A  MIR  ABILE  CLA  VS  VR  A 
CVM  VNA  PORTENTOSA  PYR AMIDE, DE  ADMI> 
RATIONE  DIGNA,ET  VNO  EXCELSOOBELISCO  DE 
SOPRAXAQVALE  CVM  DILIGENTIA  EX  PIACERE 
S  VBTILMENTE  LA  CONSIDEROE. 

A  SPAVENTEVOLE  SILVA,ET  CONSTI- 

pato  Nemoreeuafo,6cgli  primialtri  lochiper  ci  dolce 
fomno  chefe  hauea  perlefe(Te6c  profternatemebrediiv 
fuforelidi,rneritrouaidi  nouo  in.  uno  piu  dele&abile 
fito  afifa i  piucheel  prcecedenteXlquale  non  era  de  mon 
tihorridi,6ccrepidinofe  rape  intorniato,  ne  falcato  di 
ftrumofi  iugi.  Ma  compofitamente  de  grate  montagniole  dinontro- 
po  altecia*  Siluofe  di  giotiani  quercioii,  di  roburi,fraxini  6c  Carpi- 
ni , 6c  di  frondofi  Efculi,  6c  Ilice ,  6c  di  teneri  Coryli,& di  Alni,6c  diTi' 
lie, 6c  di  Opio ,  6c  de  infru&iiofi  Oleaflri ,  difpofiti  fecondo  lafpedo  de 
gli  arboriferi  Colli  ♦  Et  giu  al  piano  erano  grate  filuule  di  altri  jfiluatici 
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the  deciding  voice,  doubtless  in  conference  with  his  learned  asso¬ 
ciates,  in  the  unfortunate  choice  he  made  of  a  type  for  his  Greek 
texts.  It  must  have  been  an  undertaking  of  great  difficulty  and 
expense  to  create  the  enormous  fonts  of  contorted  ligatures  and 
contractions  with  which  he  sought  to  reproduce  the  appearance  of 
contemporary  Greek  handwriting.  By  all  standards  of  typographical 
esthetics,  the  ligatures  of  the  Aldine  Greek  are  hideous  monstrosities 
which  disfigure  the  printed  pages  on  which  they  appear.  But  the 
scholars  of  the  day  were  accustomed  to  reading  Greek  in  that  form, 
and  a  clear  and  graceful  Greek  type  such  as  Nicolas  Jenson  had 
created  only  a  few  years  earlier  may  have  been  rejected  by  the  Aldine 
staff  of  scholars  as  an  objectionable  archaism. 

The  first  really  important  work  that  Aldus  published  was  the 
first  volume  of  the  works  of  Aristotle,  which  appeared  in  1495.  This 
undertaking,  completed  in  five  volumes,  was  not  finished  until  1498. 
The  typographic  masterpiece  of  the  Aldine  press  was  issued  in  1499 
in  the  famous  Hypnerotomachia  Poliphili,  a  bizarre  and  curious 
mixture  of  pedantry  and  sensualism  by  a  Dominican  monk  named 
Francesco  Colonna,  who  wrote  in  Italian  weirdly  mixed  with  Latin, 
Greek,  and  even  Hebrew.  Though  no  one  takes  the  trouble  to  read 
the  text  of  this  extraordinary  work  any  more,  the  volume  itself,  a 
folio  of  234  leaves,  displays  a  harmony  of  illustration  and  text  which 
is  truly  amazing  for  its  day  and  age  and  establishes  it  among  the 
master  works  of  printing  of  all  ages.  Unfortunately,  the  artist  who 
made  the  remarkable  illustrations  which  adorn  this  volume  has  not 
been  conclusively  identified. 

In  February,  1495,  Aldus  made  use  for  the  first  time  of  a  roman 
typeface  of  notable  legibility  and  merit  which  has  recently  been 
brought  from  obscurity  to  the  attention  it  deserves  by  Stanley  Mori- 
son,  who  considers  it  the  model  for  the  admirable  fonts  cut  by 
Claude  Garamond  and  other  sixteenth-century  typefounders.  How- 


Itaq;,quaspueri  miferimus  ad  te  lucubra 
tiones  noftras ,  numerare  aliquas  poflii- 
mus ;  quas  adolefcentes ,  non  pofiixmus : 

3uo  in  confilio  nobis  diutius  permancn 
umeflenonputo:  nam  ut  interdum  no 
loqui  moderati  hominis  eft;  fic  fettiper 
filerecum  eo  ,  quern,  diligas,  perignaui: 
neq;  Hercule;  u  in  officio  permanfimus 
in  prima  aerate ;  debemiis  nunc  ,  tanq 
inexercitati  hiftriones  ,in  fecundo  ,  aut 
tertio  a<ftu  corruifle'.  praeferrim  cum- 
aemulatio  tuorum  ftudiorum  Angele* 
nos  non  excitare  modo  languentes  poflit* 
fed  etiam  incendere  ;quippe ,  qui  multa, 
et praeclara  habuimus  ate  femper,habe 
mufq;  quotidie  etconfuetudinis  noftrae 
teftimonia,etdodrinaetuae.  Quare ft 
cuti  puen  fcriptiunculas  noftras,  quafi  la 
Mentis  ingenii  acerbitatem ,  detulimus 
ad  te;ficnuncdeincepsetiamadte  adole 
fcentiae  noftrae  p  rimos  foetus  deferetnus ; 
non  quo  me  ipfe  plus  ames:  nam  iam  id 
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ever  that  may  be,  it  is  indeed  a  fine,  vigorous  roman  typeface.  It 
has  now  been  revived  in  England  under  the  title  of  Bembo,  so 
named  because  the  volume  in  which  it  was  first  used  by  Aldus  in 
1495  was  the  De  Aetna  by  Pietro  Bembo.  A  page  of  this  book  may 
be  seen  on  page  209,  reproduced  in  actual  size.  The  same  type,  modi¬ 
fied  only  by  being  fitted  with  a  set  of  more  appropriate  capitals,  was 
later  used  in  the  Hypnerotomachia. 

Up  to  the  time  of  his  death  in  1515,  Aldus  continued  to  print  the 
Greek  classics,  although  his  zeal  for  things  Hellenic  brought  him 
more  honor  than  profit.  But  he  also  undertook  the  printing  of 
authoritative  texts  of  the  Latin  classics,  as  well  as  the  best  works  in 
the  Italian  contemporary  vernacular.  In  his  Latin  and  Italian  texts 
Aldus  introduced  a  highly  important  innovation  by  turning  to  a 
form  of  letter  which  had  previously  been  ignored  by  type  designers 
— the  cursive  script  of  the  Italian  humanists. 

We  have  already  mentioned  the  two  prevalent  forms  of  writing 
of  the  period — the  gothic,  which  was  currently  used  for  the  books 
of  the  professional  classes,  and  the  humanistic,  or  roman,  preferred 
for  classical  texts  and  for  literary  works.  These  two  were  formal 
book-hands  used  by  professional  scribes  and  hence  as  a  matter  of 
course  were  selected  as  models  for  the  design  of  types  for  printing. 
But  there  was  still  a  third  form  of  handwriting,  known  as  the 
“chancery”  script  from  its  development  in  the  Vatican  chancery. 
This  was  used  for  the  common,  everyday  purposes  of  business  and 
correspondence  and  for  the  writing  of  documents  of  minor  impor¬ 
tance.  It  was  much  closer,  however,  to  the  formal  roman  book-hand 
than  the  handwriting  of  our  day  is  to  the  letter  forms  of  our 
printed  books. 

A  type  representing  this  chancery  script  seemed  to  Aldus  to  be 
appropriate  for  his  inexpensive  books  in  small  formats.  In  1500, 
therefore,  he  had  his  typefounders  make  a  font  of  this  new  type 
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from  punches  cut  by  Francesco  GrifTo,  of  Bologna,  a  goldsmith  then 
resident  in  Venice,  and  thus  introduced  into  printing  the  letter  form 
which  has  ever  since  been  called  italic.  Its  first  appearance  was  in 
the  few  words  of  the  title  of  a  woodcut  illustration  used  in  the 
Epistole  of  Saint  Catherine  of  Siena,  which  Aldus  published  in  Sep¬ 
tember,  1500. 

The  chancery  script  was  written  either  vertically  or  with  a 
forward  slant.  The  earliest  Aldine  chancery  types  had  a  very  slight 
forward  slant  (see  illustration  on  p.  210)  and  were  used  with  capital 
letters  of  a  roman  font.  Even  after  the  italics  developed  a  more  pro¬ 
nounced  forward  slant  under  the  hands  of  later  designers,  roman 
(upright)  capitals  continued  to  be  used  with  them  for  thirty  or 
forty  years  before  real  italic  (slanting)  capitals  were  designed. 

The  first  book  printed  throughout  in  the  new  italic  was  the 
works  of  Virgil  published  by  Aldus  in  April,  1501 — a  volume  of 
228  octavo  leaves.  There  followed  a  long  series  of  compact  editions 
of  Latin  and  Italian  texts  printed  largely  in  italic — a  series  which 
Mr.  Winship  has  aptly  called  the  Everyman’s  Library  of  its  day. 
These  books,  of  handy  pocket  size,  were  sold  at  a  price  approxi¬ 
mately  equivalent  to  fifty  cents  in  our  present  money. 

The  Aldine  italic  has  been  described  as  “much  less  elegant  than 
serviceable,”  and  even  its  utility  was  questionable,  from  the  point  of 
view  of  modern  type  composition,  because  of  the  large  number  of 
ligatures  in  its  font.  Updike  has  counted  no  fewer  than  sixty-five 
tied  letters  in  the  Aldine  Virgil  of  1501  and  the  Dante  of  1502. 
While  Aldus  was  the  first  to  see  the  value  of  the  chancery  script 
as  a  model  for  printing  types,  the  design  which  he  used  was  far  sur¬ 
passed,  in  beauty  of  form,  by  those  cut  later  at  Rome  by  Ludovico 
degli  Arrighi,  of  Vicenza.  It  was  the  Arrighi  italic,  and  not  the 
Aldine,  which  was  followed  by  the  French  type  designers  of  the 
sixteenth  century. 
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Aldus  sought  protection  for  his  italic  letter  by  procuring  an 
exclusive  privilege  for  its  use,  which  was  granted  by  the  Venetian 
senate  in  November,  1502,  and  a  month  later  a  similar  privilege 
was  accorded  him  by  the  pope.  These  privileges  were  valid,  however, 
only  within  limited  areas,  and  the  new  type  was  soon  pirated.  Giro¬ 
lamo  Soncino,  of  Fano,  for  example,  issued  a  counterfeit  of  the 
Aldine  Virgil  with  types  from  punches  which,  it  is  said,  were  pro¬ 
vided  by  the  same  Francesco  da  Bologna  who  had  cut  the  punches 
for  Aldus.  And  an  unknown  printer  of  Lyons  not  only  counterfeited 
the  Virgil,  type  and  all,  but  put  the  Aldus  trade  mark  on  the  books 
and  sold  them  as  products  of  the  Aldine  press. 

In  March,  1503,  Aldus  was  moved  to  publish  a  vigorous  pro¬ 
test,  of  which  De  Vinne  gives  the  following  version: 

When  I  undertook  to  furnish  good  books  to  lovers  of  letters,  I  thought 
I  need  only  see  that  the  books  issued  by  our  Academy  should  be  as  correct 
as  care  could  make  them.  But  four  times  within  the  past  seven  years  I  have 
had  to  protect  myself  against  the  treachery  of  our  workmen.  I  have  de¬ 
feated  their  plots  and  punished  their  perfidy.  Yet,  in  the  city  of  Lyons, 
books  are  fraudulently  printed  under  my  name.  These  books  do  not 
contain  the  name  and  place  of  the  real  printer,  but  are  made  in  imitation 
of  mine,  so  that  the  unwary  reader  will  believe  them  printed  in  Venice. 
Their  paper  is  inferior  and  has  a  bad  odor.  The  types  displease  the  eye 
and  have  French  peculiarities.  The  capitals  are  deformed.  The  letters  are 
not  connected,  as  mine  are,  in  imitation  of  writing. 

The  Academy  referred  to  was  an  organization  of  scholars  which 
Aldus  founded  in  1501  and  to  which  was  entrusted  the  editing  of 
classical  texts  for  publication. 

The  pirating  of  his  types  and  books  was  not  the  only  difficulty 
which  Aldus  encountered.  As  a  business  venture  his  handy  little 
volumes  were  not  successful,  for  there  were  altogether  too  many 
books  on  the  market.  There  was  not  a  sufficient  number  of  scholars, 
to  say  nothing  of  educated  and  intelligent  laymen,  to  absorb  all  the 
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books  that  were  produced  by  a  constantly  increasing  number  of 
printers.  In  Venice  alone,  we  are  told,  exactly  one  hundred  printing 
offices  had  been  in  operation,  for  longer  or  shorter  terms,  between 
1481  and  1501,  and  they  had  produced  a  total  of  about  two  million 
volumes.  Horatio  Brown  counts  268  printers  who  worked  in  Venice 
in  the  fifteenth  century — one  hundred  more  than  could  be  counted 
in  Milan,  Rome,  Florence,  and  Naples  taken  together  in  the  same 
period.  From  a  condition,  before  the  invention  of  printing,  of  hav¬ 
ing  too  few  books,  the  rapid  exploitation  of  the  new  art  had  brought 
not  only  Venice,  but  all  of  Europe  to  the  condition  of  having  more 
books  available  than  could  be  bought.  Aldus  was  only  one  of  the 
printers  of  his  time  who  suffered  financially  from  a  glutted  market. 
We  have  already  reported  upon  the  troubles  of  Sweynheyn  and 
Pannartz  at  Rome. 

In  addition  to  an  overstocked  book  market,  the  vicissitudes  of 
war  afflicted  Aldus.  In  1503  Venice  became  involved  in  one  of  the 
many  conflicts  between  the  Italian  city-states,  and  in  1506  Aldus 
was  compelled  to  close  his  shop  and  leave  the  city.  He  even  ex¬ 
perienced  the  indignity  of  being  arrested  as  a  spy  and  imprisoned 
for  a  time  in  Mantua.  In  1507,  impoverished  but  undaunted,  Aldus 
resumed  operations  again  at  Venice,  but  was  stopped  by  a  conflagra¬ 
tion  which  ravaged  the  city.  He  printed  nothing  in  the  years  1510 
and  1511.  When  he  began  again  in  1512  it  was  with  the  aid  of  his 
father-in-law,  Andrea  Torresano,  the  successor  to  the  printing  estab¬ 
lishment  of  Nicolas  Jenson,  himself  experienced  in  the  printing 
business.  When  Aldus  died  in  February,  1515,  he  disposed  by  will 
of  his  remaining  interest  in  the  business  he  had  founded,  which  was 
then  but  a  one-fifth  share. 

Characteristic  of  the  lasting  concern  of  Aldus  Manutius  with 
the  interests  of  his  printing  business  was  one  of  the  provisions  of  his 
will  which  may  be  thus  translated  from  its  original  Latin: 
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Furthermore,  since  a  certain  cursive  type  which  they  call  Chancery  is 
still  to  be  perfected,  I  beg  Andrea  my  father-in-law  that  he  will  have  this 
type  perfected  by  Giulio  Campagnola,  to  make  capital  letters  which  are 
written  by  themselves  and  which  are  used  in  conjunction  with  the  Chancery 
letters. 

The  significance  of  the  achievements  of  this  great  Venetian  pub¬ 
lisher  is  often  overlooked  today,  though  as  we  have  said,  the  name 
of  Aldus  is  still  current  in  the  technical  vocabulary  of  the  printer. 
Similarly  the  famous  Aldine  trade-mark  is  still  frequently  used  for 
various  purposes.  The  familiar  anchor  with  the  dolphin  entwined 
around  its  shaft  often  appears  in  typographic  decoration.  Perhaps  it 
may  be  in  order  to  remind  those  who  use  this  emblem  of  its  sig¬ 
nificance.  The  dolphin  is  a  symbol  of  speed  and  activity  as  the 
anchor  is  of  stability  and  firmness.  The  two  together  are  a  pictorial 
representation  of  the  good  old  motto  “Make  haste  slowly.” 

Long  after  the  death  of  Aldus  Manutius  in  1515,  the  business 
which  he  founded  was  carried  on  by  his  family,  at  first  by  Torresano 
until  the  sons  of  the  founder  came  of  age.  It  continued  to  function 
in  one  form  or  another  until  it  finally  ended  in  the  year  1597,  a 
little  over  a  century  after  its  beginning.  But  the  later  productions  of 
the  Aldine  press  are  of  little  interest  either  for  content  or  for  print¬ 
ing.  It  is  the  early  record  of  the  house  of  Aldus  which  is  written 
upon  a  bright  particular  page  in  the  history  of  bookmaking. 
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"'HAT  the  first  printed  book  in  the  English  language  is  one 
of  the  great  landmarks  in  Anglo-Saxon  cultural  history  will 
hardly  be  denied.  Strange  to  say,  it  was  not  printed  in  Eng¬ 
land,  but  on  the  Continent.  The  manner  of  its  printing  was  thus: 

William  Caxton  was  born  about  1422  “in  the  weald  of  Kent” 
and  in  1436  was  apprenticed  to  a  prominent  London  merchant,  a 
member  of  the  Mercers’  Company,  who  soon  thereafter  was  made 
Lord  Mayor  of  London.  His  master  died  five  years  later,  and  Caxton 
went  to  Burgundy,  where  the  English  cloth  merchants  carried  on  an 
active  business.  He  prospered  there,  and  in  1462  or  1463  we  find  him 
filling  the  post  of  “governor”  of  the  Merchant  Adventurers  at 
Bruges — an  accredited  representative  of  the  English  king.  William 
Obray  had  been  named  for  this  position  for  the  years  1462-1463, 
but  a  record  recently  discovered  shows  that  he  was  discharged  in 
June,  1462,  for  malfeasance  in  office.  Though  we  have  no  record 
of  the  appointment,  it  is  probable  that  Caxton  was  designated  as  his 
successor.  The  functions  of  this  post  were  approximately  similar  to 
those  of  a  consul  at  the  present  time.  Caxton  was  commissioned  by 
the  English  government  to  negotiate,  in  conjunction  with  Sir  Rich¬ 
ard  Whitehill,  a  diplomat  of  some  eminence  sent  from  home,  a 
renewal  of  the  commercial  treaty  between  England  and  Burgundy 
which  was  due  to  expire  in  1465.  The  mission  reached  an  appar¬ 
ently  successful  conclusion,  but  Philip  the  Good,  duke  of  Burgundy, 
yielding  to  insistent  internal  demands  for  protection  of  home  indus¬ 
tries,  ordered  the  exclusion  of  English  cloth  from  his  dominions. 
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The  English  merchants  therefore  withdrew  from  Bruges  and 
moved  in  a  body  to  Utrecht,  which  city  received  them  eagerly.  Full 
protection  for  their  persons  and  goods  was  formally  issued  to 
William  Caxton  as  “Governor  of  the  English  Nation”  on  November 
24,  1464.  During  their  stay  in  Utrecht,  according  to  Crotch,  who  has 
made  the  most  recent  contribution  to  our  knowledge  of  Caxton’ s 
record  on  the  Continent,  the  governor  was  empowered  to  control 
the  merchants,  regulate  trade,  and  settle  all  disputes  of  a  commercial 
nature.  The  town  reserved  only  the  right  to  deal  with  cases  involv¬ 
ing  life  and  limb. 

In  1465  the  House  of  Commons  recommended  to  the  king  that 
he  should  retaliate  for  the  Burgundian  embargo  by  excluding  from 
his  realm  all  merchandise  except  food  of  the  “growing,  working,  or 
making”  of  Burgundy.  But  in  1466  we  find  under  way  a  negotiation 
of  more  peaceful  character,  plans  being  matured  for  the  marriage  of 
Margaret  of  York,  sister  of  Edward  IV,  and  Charles,  son  of  the  Duke 
of  Burgundy.  Charles  was  antagonistic  to  this  plan,  but  when  it 
became  apparent  that  such  a  marriage  alone  could  bring  about  a 
protective  alliance  against  his  enemy,  France,  he  was  won  over  to 
the  project. 

Meanwhile  Philip  the  Good  died,  and  Charles  the  Bold  suc¬ 
ceeded  to  the  throne.  In  November,  1467,  was  effected  a  commercial 
treaty  with  England  to  endure  for  thirty  years.  This  was  ratified 
early  in  1468,  and  the  marriage  of  Margaret  and  Charles  was 
solemnized  in  June  or  July  of  that  year.  No  longer,  however,  was 
Charles  reluctant,  for  his  first  glimpse  of  Edward’s  sister  “had  so 
enchanted  him  that  he  was  in  all  haste  to  return  and  claim  the  kisses 
she  was  not  loath  to  bestow.” 

The  merchants  now  returned  to  Bruges.  How  long  Caxton  con¬ 
tinued  as  governor  we  cannot  say  with  certainty,  but  he  must  have 
relinquished  the  office  some  time  in  the  neighborhood  of  1470.  We 
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know  from  his  own  account  that  he  was  in  the  service  of  the  new 
duchess  of  Burgundy  in  the  early  part  of  1471. 

In  March,  1469,  Caxton,  “having  no  great  charge  of  occupation,” 
had  undertaken  the  translation  into  English  of  the  Recueil  des  his - 
toires  de  Troies ,  “to  eschew  sloth  and  idleness  and  to  put  myself 
into  virtuous  occupation  and  business.”  The  text  he  selected  was 
one  which  was  very  popular  at  the  time — a  compilation  from  Latin 
sources  by  Raoul  le  Fevre.  When  he  had  completed  five  or  six  quires 
of  the  manuscript  he  laid  it  aside  until  “on  a  tyme  hit  fortuned” 
that  he  showed  them  to  the  duchess,  who  commanded  him  to  revise 
his  English  and  carry  the  task  to  completion.  So  the  translation 
begun  at  Bruges  was  continued  at  Ghent  and  completed  at  Cologne 
in  1471.  The  magnitude  of  the  task  is  noted  by  Caxton  in  the  epi¬ 
logue  to  the  third  and  last  part  of  the  tale : 

And  for  as  moche  as  in  the  wrytyng  of  the  same  my  penne  is  worn,  myn 
hand  wery  and  not  stedfast,  myn  eyen  dimmed  with  overmoche  lokyng  on 
the  whit  paper,  and  my  corage  not  so  prone  and  redy  to  laboure  as  hit  hath 
ben,  and  that  age  crepeth  on  me  dayly  and  febleth  all  the  bodye;  and  also 
because  I  have  promysid  to  dyverce  gentilmen  and  to  my  frendes  to  addresse 
to  hem  as  hastely  as  I  myght  this  sayd  book.  Therefore  I  have  practysed  and 
lerned  at  my  great  charge  and  dispense  to  ordeyne  this  said  book  in  prynte 
after  the  maner  and  form  as  ye  may  here  see,  and  is  not  wreton  with  penne 
and  ynke,  as  other  bokes  ben,  to  thende  that  every  man  may  have  them 
attones,  for  all  the  bookes  of  this  storye  named  the  Recule  of  the  Historyes 
of  Troyes  thus  enprynted  as  ye  here  see,  were  begonne  in  oon  day  and  also 
fynysshid  in  oon  day. 

In  the  quaint  English  of  this  passage  we  find  the  clear  statement 
that  Caxton  learned  the  printing  art  in  order  that  he  might  produce 
copies  of  the  translation  in  book  form  and  make  possible  its  general 
circulation.  It  is  thought  that  Caxton  became  familiar  with  the  print¬ 
ing  process  during  his  stay  at  Cologne,  to  which  city  there  is  reason 
to  believe  he  went  in  a  voluntary  and  protective  exile  due  to  the  in- 
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surrection  of  his  native  county  of  Kent.  The  Register  of  Aliens 
shows  him  to  have  been  in  Cologne  on  July  17,  1471,  permission 
being  that  day  extended  to  Will.  Caxton  uyss  Engelant  to  reside  in 
the  city  until  August  16 — a  permission  thrice  extended,  the  final 
extension  valid  to  December,  1472. 

The  hypothesis  regarding  Caxton’ s  instruction  in  the  printing  art 
during  his  stay  at  Cologne  is  reinforced  by  a  statement  by  Wynkyn 
de  Worde,  the  successor  to  his  printing  business  in  London,  in  De 
proprietatibus  rerum  by  Bartholomaeus  Anglicus,  printed  in  the 
year  1496: 

And  also  of  your  charyte  call  to  remembraunce 

The  soule  of  William  Caxton  first  prynter  of  this  bo\e 
In  Laten  tonge  at  Coleyn  hymself  to  avaunce 
That  every  well  disposed  man  may  theron  lo\e. 

An  obscure  edition  of  Bartholomaeus  Anglicus,  printed  some 
time  about  1471,  in  the  typography  and  style  of  Cologne  printing  of 
that  period,  indicates  the  probability  that  in  the  production  of  this 
volume  Caxton  learned  the  printing  processes. 

On  his  return  to  Bruges,  Caxton  presented  his  translation  to 
Margaret,  who  “well  accepted  hit  and  largely  rewarded”  him.  He 
now  undertook  in  earnest  the  establishment  of  a  printing  office, 
enlisting  as  an  associate  a  talented  calligrapher  by  name  Colard 
Mansion,  who  had  in  his  early  youth  been  given  a  position  in  the 
library  of  the  Duke  of  Burgundy.  The  first  production  of  the  press 
was  the  Recuyell  of  the  Hy story es  of  Troye  which  Caxton  had  trans¬ 
lated,  a  small  folio  of  351  leaves,  the  first  of  which,  containing  the 
prologue,  was  printed  in  red.  This  first  book  printed  in  English 
appeared  some  time  between  1474  and  1476. 

The  most  interesting  example  of  this  book  is  the  Chatsworth 
copy,  now  in  the  Henry  E.  Huntington  Library  at  San  Marino, 
California.  In  this  copy  is  bound  a  slip  on  which  it  is  noted  in  a 
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fifteenth-century  hand  that  the  volume  belonged  to  Elizabeth,  the 
wife  of  Edward  IV  and  thus  sister-in-law  to  Duchess  Margaret  of 
Burgundy,  for  whom  the  translation  was  completed.  But  the  out¬ 
standing  feature  of  the  book  is  that  it  contains  an  inserted  leaf  bear¬ 
ing  a  probable  picture  of  Caxton  presenting  his  book  to  Margaret 
of  Burgundy.  There  is  considerable  likelihood  that  this  copperplate 
engraving,  which  is  reproduced  in  the  plate  facing  page  228,  was  of 
a  date  contemporary  with  the  printing  of  the  book  itself,  since 
Colard  Mansion  used  engravings  of  somewhat  similar  style  to  illus¬ 
trate  another  volume  of  approximately  the  same  date.  At  any  rate, 
the  print  is  one  of  great  interest,  showing  as  it  does  a  man  in  plain 
citizen’s  garb,  kneeling  to  present  two  bound  volumes  to  a  lady 
of  rank  surrounded  by  her  women. 

The  next  book  to  be  issued  at  Bruges  was  The  Game  and  Pleye 
of  the  Chesse ,  which,  contrary  to  general  belief,  is  not  a  treatise  on 
the  rules  of  the  game,  but  a  “morality”  with  the  characters  presented 
in  the  guise  of  chessmen.  One  other  book,  in  French,  for  which  a 
new  type  was  cut,  probably  completed  Caxton’s  product  as  a  printer 
on  Burgundian  soil.  Mansion  continued  the  press,  the  first  book 
bearing  his  own  name,  Boccaccio’s  De  la  ruine  des  nobles  hommes 
et  femmes,  being  dated  1476. 

Caxton  left  for  England,  taking  with  him  the  new  type  recently 
cut,  and  by  September,  1476,  had  become  the  tenant  of  a  shop  in  the 
Almonry,  near  Westminister  Abbey,  marked  by  a  sign  with  a  red 
pale  or  band  across  it.  The  Dictes  or  Sayengis  of  the  Philosophers 
was  the  first  dated  book  printed  in  England,  the  Epilogue  being 
dated  1477  and  in  one  copy  November  18.  Though  this  was  the  first 
dated  book,  it  was  not  certainly  the  first  issue  of  the  press,  Caxton’s 
translation  of  Jason  and  a  few  other  publications  of  slight  extent 
having  probably  preceded  it. 

The  next  publication  of  importance  was  an  edition  of  Chaucer’s 
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Canterbury  Tales ,  a  very  considerable  volume  of  374  leaves,  appear¬ 
ing  in  1478.  Typography  was  now  firmly  established  in  England. 

Most  of  Caxton’s  early  publications  were  of  a  popular  character 
and  are,  in  consequence  of  the  usage  they  received,  very  rare.  He 
printed  most  of  Chaucer’s  other  works,  Gower’s  Confessio  amantis , 
Malory’s  Morte  df  Arthur,  the  Chronicles  of  England  (a  page  of 
which  is  here  reproduced),  Higden’s  Polychronicon,  and  the  Golden 
Legend.  Poems  by  Lydgate,  translations  of  French  romances,  the 
F if  teen  Oes  (fifteen  prayers),  and  many  other  publications  to  a  total 
of  one  hundred  (in  which  are  included  several  indulgences)  issued 
from  his  press.  An  excellent  census  of  extant  copies  has  been  com¬ 
piled  by  De  Ricci.  In  all,  Caxton  made  use  of  eight  different  types. 
Attention  has  recently  been  called  to  the  existence  of  textual  varia¬ 
tions  in  the  colophons  of  different  copies  of  several  books  printed 
by  Caxton,  showing  that  corrections  were  made  while  the  type  forms 
were  being  printed. 

The  first  of  Caxton’s  books  to  contain  woodcut  illustrations  was 
the  Myrrour  of  the  World  which  appeared  in  1481.  The  year  prev¬ 
ious  he  had  used  a  woodcut  initial  letter  in  printing  an  indulgence. 
The  Golden  Legend,  the  translation  of  which  Caxton  completed  in 
1483,  was  illustrated  with  seventy  woodcuts. 

Caxton  could  not  by  any  stretch  of  the  imagination  be  regarded 
as  a  fine  printer.  He  was  more  interested  in  the  textual  content  of 
books  than  in  their  appearance,  and  his  work  was,  technically  and 
artistically,  below  the  standards  of  his  continental  contemporaries. 

The  first  English  printer  died  in  1491,  his  business  being  con¬ 
tinued  by  his  foreman,  Wynkyn  de  Worde,  who  had  worked  for 
him  since  1480.  The  latter’s  output  of  books  was  large.  In  his  edition 
of  Higden’s  Polychronicon,  dated  April  13,  1495,  a  page  of  which 
is  reproduced  on  page  225,  music  was  first  printed  in  England. 

Printing  was  introduced  at  Oxford  in  1478  by  Theodoric  Rood 
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of  Cologne.  In  1479  or  1480,  the  anonymous  “schoolmaster-printer” 
began  work  at  St.  Albans,  issuing  eight  books  up  until  i486.  He 
apparently  borrowed  some  type  from  Caxton,  and  it  was  probably 
with  the  latter’s  consent  that  he  reprinted  the  Caxton  version  of  the 
Chronicles  of  England ,  adding  to  it  an  appendix  entitled  Fructus 
temporum.  In  Wynkyn  de  Worde’s  1497  reprint  of  this  edition  we 
have  our  only  hint  of  the  printer’s  identity,  it  being  stated  that  it  was 
“compiled  in  a  booke  and  also  emprynted  by  one  sometyme  scole- 
mayster  of  saynt  Albons,  on  whose  soule  God  haue  mercy.” 

John  Lettou,  or  John  of  Lithuania,  began  to  print  in  London 
City  proper  in  1480.  In  the  opinion  of  Gordon  Duff  he  learned  to 
print  at  Rome,  bringing  his  punches  to  England  with  him,  his  type 
being  very  similar  to  that  used  at  Rome  by  a  printer  whose  name — 
strange  to  state — was  John  Bulle,  though  he  hailed  from  Bremen. 
Lettou  was  joined  in  1482  by  William  de  Machlinia,  the  latter  being 
the  Latinized  form  of  the  name  of  the  Belgian  city  of  Malines. 
After  printing  five  lawbooks  in  partnership,  Lettou  disappeared  and 
Machlinia  continued  the  business  alone.  But  by  1490  he,  too,  had 
dropped  out  of  sight,  and  his  stock  of  books  appears  to  have  been 
acquired  by  Richard  Pynson,  a  Norman,  who  began  printing  in 
1491  or  1492. 

Julian  Notary  was  the  last  printer  to  begin  work  in  England 
during  the  fifteenth  century.  He  started  in  1496  with  two  partners, 
an  I.  B.,  who  was  Jean  Barbier,  and  an  I.  H.,  who  in  all  probability 
was  Jean  Huvin  of  Rouen.  In  1498,  Huvin  had  left  the  firm  and 
Notary  and  Barbier  were  at  Westminster.  It  will  have  been  noted 
that  all  these  printers,  with  the  exception  of  Caxton  and  the  printer 
of  St.  Albans,  were  foreigners. 

The  most  important  of  the  fifteenth-century  English  printers 
was  Caxton,  not  only  because  he  was  the  first,  but  also  because  of 
his  consequential  contributions  to  English  literature.  He  was  the 
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translator  of  more  than  twenty  of  the  books  he  printed,  and  many 
others  he  provided  with  prologues  or  epilogues  of  rare  good  humor 
and  charm.  He  also  did  yeoman’s  service  in  crystallizing  and  estab¬ 
lishing  the  forms  of  English  speech,  our  mother  tongue  being  in  a 
fluid  state,  to  say  the  least,  at  the  time  his  labors  began. 

Before  we  leave  this  great  figure  in  English  literary  history  it 
may  be  interesting  to  achieve  a  more  intimate  acquaintance  with  his 
work.  With  reference  to  the  chaotic  state  of  the  English  language 
he  writes  in  the  prologue  to  his  translation  of  the  Eneydos  [Aeneid] : 

I  confess  me  not  lerned  nor  knowing  the  arte  of  rethoryke,  ne  of  suche 
gaye  termes  [the  slang  of  Caxton’s  day]  as  now  be  sayd  in  these  dayes 
and  used.  .  .  .  Having  noe  werke  in  hande,  I  sittyng  in  my  studye  where 
as  laye  many  dyvers  paunflettis  &  bookys,  happened  that  to  my  hande 
came  a  lyttyl  booke  in  Frenche,  which  late  was  translated  out  of  Latyn 
by  some  noble  clerke  of  France  .  .  .  whiche  booke  I  sawe  over  and  redde 
therin.  ...  In  whiche  booke  I  had  grete  plesyr,  by  cause  of  the  fayr  and 
honest  termes  and  wordes  in  Frenche,  which  I  never  sawe  tofore  lyke,  ne 
none  so  playsaunt  ne  so  well  ordred  . . .  And  whan  I  had  advysed  me  in 
this  sayd  boke,  I  delybered  &  concluded  to  translate  it  in  to  Englysshe. 
And  forthwyth  toke  a  penne  &  ynke  and  wrote  a  leef  or  tweyne,  whyche 
I  oversawe  agayn  to  correcte  it.  And  whan  I  sawe  the  fayr  and  straunge 
termes  therin  I  doubted  that  it  sholde  not  please  some  gentylmen  whiche 
late  blamed  me,  sayeng  that  in  my  translacyons  I  had  over  curyous  termes 
whiche  coude  not  be  understande  of  comyn  peple,  &  desired  me  to  use 
olde  and  homely  termes  in  my  translacyons.  And  fayn  wolde  I  satisfye 
every  man,  and  so  to  do  toke  an  olde  boke  and  redde  therin,  and  certaynly 
the  Englysshe  was  so  rude  and  broad  that  I  coude  not  wele  understande  it. 
And  also  my  Lorde  Abbot  of  Westmynster  ded  do  shewe  me  late  certayn 
evydences  wryton  in  olde  Englysshe  for  to  reduce  it  in  to  our  Englysshe 
now  usid,  and  certaynly  it  was  wreton  in  suche  wyse  that  it  was  more 
lyke  to  Dutche  than  Englysshe.  I  coude  not  reduce  ne  brynge  it  to  be  under- 
stonden.  And  certaynly  our  language  now  used  varyeth  ferre  from  that 
whyche  was  used  &  spoken  whan  I  was  borne.  For  we  Englysshe  men  ben 
borne  under  the  domynacyon  of  the  moon,  whyche  is  never  stedfaste  but 
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ever  waverynge,  waxynge  one  season  and  waneth  and  decreaseth  another 
season.  And  that  comyn  Englysshe  that  is  spoken  in  one  shyre  varyeth 
from  another.  Insomuch  that  in  my  dayes  happened  that  certayne  mar- 
chauntes  were  in  a  ship  in  Tamyse  for  to  have  sayled  over  the  see  into 
Zelande,  &  for  lacke  of  wynde  they  taryed  at  Foreland,  &  went  to  lande  for 
to  refreshe  them.  And  one  of  theym  named  Sheffelde  a  mercer  came  in  to 
an  howse  &  axed  for  mete,  &  specyally  he  axed  after  eggys.  And  the  goode 
wyf  answerde,  that  she  coude  speke  no  Frenche.  And  the  marchaunt  was 
angry,  for  he  also  could  speke  no  Frenche,  but  wolde  have  hadde  egges 
&  she  understode  hym  not.  And  thenne  at  laste  another  sayd  that  he  wolde 
have  eyren,  then  the  good  wyf  sayd  that  she  understod  hym  wel.  Loo 
what  sholde  a  man  in  thyse  dayes  now  wryte,  egges  or  eyren?  Certaynly 
it  is  harde  to  playse  every  man  bycause  of  dyversite  &  chaunge  of  langage. 
For  in  these  dayes  every  man  that  is  in  ony  reputacyon  in  his  countre, 
wyll  utter  his  comunycacyon  and  matters  in  suche  manners  and  termes, 
that  fewe  men  shall  understonde  theym.  And  som  honest  &  grete  clerkes 
have  ben  wyth  me  and  desired  me  to  wryte  the  most  curyous  termes  that 
I  coude  fynde.  And  thus  bytwene  playn,  rude,  and  curyous  I  stand  abashed. 
But  in  my  judgemente  the  comyn  termes  that  be  dayly  used  ben  lyghter  to 
be  understonde  that  the  old  &  auncyent  Englysshe. 

Finally,  let  us  enjoy  the  humor  of  his  comment  on  the  relative 
virtues  of  Greek  women  and  English  women.  The  queen’s  brother, 
Earl  Rivers,  had  translated  the  Dictes  or  Sayengis  of  the  Philoso¬ 
phers,  which,  as  we  have  already  noted,  was  the  first  dated  book 
issued  from  his  press.  In  comparing  it  with  the  original,  Caxton 
found  the  earl  had  omitted  portions  of  the  text  which  comprised 
“certayne  and  dy verse  conclusions  touchyng  women,”  and  wrote: 

Whereof  I  mervaylle  that  my  sayd  Lord  hath  not  wreton  them,  ne  what 
hath  movyd  hym  so  to  do  ne  what  cause  he  hadde  at  that  tyme.  But  I 
suppose  that  some  fayr  lady  hath  desired  hym  to  leve  it  out  of  his  booke, 
or  ellys  he  was  amerous  on  some  noble  lady,  for  whos  love  he  wold  not 
sette  yt  in  hys  book,  or  ellys  for  the  very  afTeccyon,  love  &  good  wylle  that 
he  hath  unto  alle  ladyes  and  gentyl  women,  he  thought  that  Socrates  spared 
the  sothe  and  wrote  of  women  more  than  trouthe. 
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But  I  appercyve  that  my  sayd  Lord  knoweth  veryly  that  suche  defautes 
ben  not  had  ne  founden  in  the  women  born  and  dwellyng  in  these  partyes 
ne  regyons  of  the  world.  Socrates  was  a  Greke.  I  wote  well  that  of  what- 
somever  condicion  women  ben  in  Grece,  the  women  of  this  contre  ben 
right  good,  wyse,  playsant,  humble,  discrete,  sobre,  chaste,  obedient  to 
their  husbondes  [it  is  supposed  that  Caxton  married  not  long  before  he 
settled  down  at  Westminster]  trewe,  secrete,  stedfast,  ever  besy  and  never 
ydle,  attemperat  in  speking,  and  vertuous  in  alle  their  werkis,  or  atte  leste 
sholde  be  so,  for  whiche  causes  so  evydent  my  sayd  Lord  as  I  suppose 
thoughte  it  was  not  of  necessite  to  sette  in  his  book  the  saiengs  of  his  auctor 
Socrates  touchyng  women.  Therefore  in  accomplisshing  his  commande- 
ment  to  correcte  &  amende  where  as  I  sholde  fynde  fawte  and  other  fynde 
I  none  ...  for  as  muche  as  I  am  not  in  certayn  whether  it  was  in  my 
Lordis  copye  or  not  or  ellis  peraventure  that  the  wynde  had  blowe  over  the 
leef  at  the  tyme  of  translacion,  I  purpose  to  wryte  the  same  sayings  of  that 
Greke  Socrates,  which  wrote  of  the  women  of  Grece  &  nothyng  of  them 
of  this  Royame,  whom  I  suppose  he  never  knewe. 

Among  the  typographers  of  the  past,  we  may  well  consider 
William  Caxton  one  of  the  leaders  in  weight  of  contribution  to  the 
advancement  of  culture.  First  English  printer  and  first  English  edi¬ 
tor,  his  must  certainly  be  ranked  with  the  great  names  in  English 
literary  history. 
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The  Production  of  the  Incunabula 


“'HE  first  equipment  requirement  of  the  fifteenth-century 
printer  was  a  font  of  types,  accurately  rectangular  in  body 
so  they  could  be  set  together  and  locked  up  for  printing,  and 
reasonably  uniform  in  height  to  paper.  There  has  been  much  dis¬ 
cussion  of  the  material  and  method  of  manufacture  of  the  first 
types.  There  have  appeared  in  the  literature  numerous  statements 
that  they  were  made  of  wood,  but  this  would  involve  individual  en¬ 
graving  by  hand  of  the  face  of  each  letter  in  the  font,  which  would 
have  introduced  inevitably  wide  variation  in  the  printing  face  of 
different  letters,  which  is  not  to  be  observed  in  the  earliest  extant 
specimens  of  typography  produced  by  the  earliest  printers  either  in 
Germany  or  in  Holland. 

On  the  contrary,  there  is  a  uniformity  between  numerous  exam¬ 
ples  of  the  same  letter  occurring  in  any  one  page  which  points  to 
their  production  from  a  single  model,  which  would,  in  turn,  necessi¬ 
tate  the  use  of  some  process  of  casting. 

Another  theory  of  early  type  manufacture,  advanced  by  Ger¬ 
ardus  Meerman  in  1765,  was  that  types  were  made  by  what  he 
called  the  sculpto-fusi  process,  whereby  the  shanks  of  the  types  were 
cast  type-high  in  metal  molds  and  the  letters  were  then  engraved 
on  the  faces  by  hand.  In  support  of  this  theory,  Meerman  called 
attention  to  the  frequent  use  of  the  word  sculptus,  in  one  form  or 
another,  in  the  colophons  of  the  early  printers.  It  is  the  generally 
accepted  opinion,  however,  that  sculptus  referred  to  the  cutting  of 
punches  rather  than  to  the  making  of  types. 
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Granted  a  casting  process,  there  are  still  several  possible  alterna¬ 
tive  methods.  First,  pattern  letters  the  size  and  shape  of  the  finished 
types  may  have  been  cut  in  wood.  A  number  of  these  at  a  time  may 
have  been  molded  in  fine  sand  and  cast  in  lead  or  a  lead  alloy,  the 
jets  broken  off,  and  the  resulting  casts  perhaps  touched  up  by  hand 
to  correct  imperfections.  A  modern  reconstruction  of  this  method 
was  undertaken  by  Gustav  Mori  in  co-operation  with  the  Stempel 
typefoundry  at  Frankfort,  using  a  casting  frame  such  as  was  in 
use  during  the  fifteenth  century.  In  a  thought-provoking  essay  Mori 
showed  in  1921  photographs  of  the  frame,  the  cast  types  as  they 
came  from  the  mold,  and  also  a  remarkably  perfect  impression  of 
a  piece  of  composition  set  in  the  types  so  produced. 

Knowing  the  perfection  to  which  the  art  of  casting  was  carried 
by  the  medieval  goldsmiths,  we  can  easily  conceive  the  production 
of  primitive  leaden  types  by  this  method.  Furthermore,  it  seems 
logical  that  this  would  be  the  first  and  most  obvious  method  to 
occur  to  one  familiar  with  the  goldsmith’s  craft  who  desired  to 
produce  numerous  duplicates  from  a  simple  model. 

A  variation  of  this  method  was  suggested  by  Dr.  Charles  En¬ 
schede,  the  eminent  Dutch  typefounder.  This  is  known  as  the 
Abklatsch  method,  whereby  the  face  of  the  letter  only,  forming  a 
thin  metal  plate,  was  cast  into  a  matrix.  This  plate  was  then  placed 
face  down  under  a  casting  mold  and  the  shank  of  the  letter  cast 
onto  it,  the  two  sections  fusing  at  the  point  of  contact.  Enschede 
thought  this  system  practicable  only  for  the  larger  types,  but  most 
authorities  think  it  impracticable  for  any. 

Gottfried  Zedler,  who  has  exhaustively  studied  the  Costerian 
printing,  advanced  the  hypothesis  that  these  thin  type  heads  might 
have  been  pasted  on  paper,  and  thus  printed  from.  He  points  to  the 
thin  strokes  tying  the  contraction  marks  above  the  Dutch  type 
letters  to  the  letters  themselves  as  proof  of  this  theory,  but  inasmuch 
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as  the  plates  must  have  had  a  square  base  below  the  counters  of  the 
letters,  those  strokes  would  play  no  essential  role  in  tying  together 
two  parts  of  a  letter. 

Whether  or  not  sand  casting  was  the  process  first  experimented 
with,  it  is  probable  that  some  crude  metal-casting  mold  was  devised 
at  a  very  early  period.  As  the  height  of  all  types  in  any  given  font 
was  uniform,  all  that  was  needed  was  two  L-shaped  pieces  of  iron 
shaped  in  cross  section  like  this  I  I  .  These  would  go  together 

rr™  to  form  a  casting  cavity  of  variable  width,  the  matrix 
being  placed  face  up  at  the  bottom  of  the  well  thus  formed.  When 
hot  metal  was  poured  into  this  cavity  a  type  would  be  formed.  This 
could  easily  be  released  by  separating  the  two  pieces  of  the  mold. 
To  obviate  differences  in  height  to  paper,  all  the  types  could  be 
locked  up,  face  down  on  a  level  surface,  and  their  bases  or  feet 
trimmed  or  planed  off  evenly.  Such  a  primitive  process  could  and 
would,  of  course,  be  soon  refined  and  improved  in  many  respects. 
But  it  provided  all  that  was  needed  for  a  successful  start  in  printing 
with  movable  types. 

Any  casting  process  naturally  required  matrices,  and  the  produc¬ 
tion  of  these  in  turn  required  punches  or  patrices.  There  are  many 
possible  ways  in  which  both  these  essential  elements  may  have  been 
produced,  but  the  weight  of  opinion  favors  the  following  as  the 
probable  procedure :  Patterns  of  the  individual  letters  were  engraved 
on  wood  or  on  soft  metal.  From  these,  brass  patrices  were  cast  in 
fine  sand,  just  as  were  the  bookbinders’  stamps  in  general  use  many 
years  before  the  invention  of  printing.  It  is  also  possible,  of  course, 
that  these  patrices  may  have  been  engraved  directly  in  brass. 

To  form  matrices,  hot  lead  was  either  poured  over  these  brass 
patrices,  or  the  patrices  were  pushed  or  driven  into  lead  heated  to  a 
point  of  comparative  softness.  Strange  as  it  may  seem,  lead,  if  it  is 
not  too  hot,  can  be  cast  into  leaden  matrices  without  spoiling  them, 
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though  deterioration  is  rather  rapid.  When  a  matrix  did  wear  out 
in  use,  it  was  only  necessary  to  make  another  from  the  patrix. 

In  support  of  the  hypothesis  as  to  leaden  matrices,  it  is  interesting 
to  observe  that  one  of  the  earliest  fonts  of  matrices  which  has  come 
down  to  us,  though  for  quite  large  letters,  is  made  of  lead. 

The  next  important  development  was  the  cutting  of  a  patrix 
or  punch  on  a  billet  of  soft  steel,  which  could  subsequently  be 

hardened  and  driven  into  cop¬ 
per,  which  proved  to  be  an  ideal 
matrix  material.  The  pioneer 
typemakers  soon  learned  to  “jus¬ 
tify”  the  matrices,  cutting  them 
down  to  the  right  width,  so  that 
when  the  jaws  of  the  type  mold 
closed  on  them,  the  width  of  the 
mold  was  set  automatically  for 
casting  the  particular  letter.  Once 
a  font  of  matrices  was  correctly 
fitted,  therefore,  it  was  easy  for 
the  workman  doing  the  casting 
to  obtain  a  uniform  result  each 
time  the  type  supply  needed  re¬ 
plenishment.  The  steel  punch 
and  copper  matrix,  which  have 
often  been  credited  to  Peter  Schoeffer,  made  possible  the  production 
of  small  types  and  the  reproduction  of  more  detail. 

There  was  no  particular  requirement  as  to  the  height  of  the  types 
except  that  they  had  to  be  of  a  height  sufficient  to  lock  up  firmly  in 
a  page.  The  types  of  one  fifteenth-century  printer  varied  in  height 
from  those  of  another,  though  it  is  evident,  from  impressions  of 
pulled-out  letters  as  they  lay  on  top  of  the  form,  that  they  were  all 
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somewhat  similar  in  height  to  the  types  in  use  today.  Some  of  these 
impressions,  which  date  as  early  as  1470,  show  a  round  hole  in  the 
side  of  the  type,  which  does  not  seem  to  extend  through  the  body. 
It  is  thought  that  these  holes  served  the  same  purpose  as  nicks  in 
modern  types  in  helping  the  compositor  to  place  them  rapidly  in  his 
stick  right  side  up.  The  fact  that  types  such  as  these  pulled  out  of 
the  form  seems  to  disprove  the  rather  improbable  theory  sometimes 
advanced  that  each  line  of  types  was  pierced  by  a  wire  to  hold  it 
securely  in  the  form. 

The  admixture  of  tin  to  improve  the  flow  of  lead  in  casting  was 
known  to  the  early  printers,  as  is  evidenced  by  documentary  records, 
but  we  hear  nothing  of  antimony  as  a  hardening  agent.  The  fact 
that  the  paper  was  wetted  before  printing  helped,  of  course,  to  re¬ 
duce  the  wear  on  the  type  which  would  otherwise,  with  the  use  of 
all-rag  handmade  paper,  have  proved  serious. 

It  is  a  noteworthy  fact  that,  during  the  fifteenth  century,  the 
complete  process  of  type  production  remained  a  function  of  the  indi¬ 
vidual  printing  office.  The  first  tasks  of  any  printer  setting  up  an 
office  were  to  cut  punches,  drive  matrices,  and  cast  a  supply  of  types. 
These  requirements  account  for  delays  between  the  known  arrival  of 
a  new  printer  in  a  town  and  the  appearance  of  his  first  book. 

Since  type  was  a  universal  requirement  of  all  printing  offices,  it 
might  be  expected  that,  when  printers  became  numerous,  there 
would  have  grown  up  a  typefounding  industry  to  supply  the  de¬ 
mand.  Or,  even  if  fonts  of  cast  types  were  not  offered  on  the  market, 
we  might  reasonably  expect  to  find  a  lively  and  flourishing  business 
in  the  sale  of  matrices,  since  any  number  of  sets  of  matrices  could 
be  driven  from  one  set  of  punches.  Such  opportunity  to  purchase 
“strikes”  would  have  spared  many  printers  the  slow  and  trouble¬ 
some  task  of  cutting  new  alphabets. 

Yet  the  types  used  by  almost  every  fifteenth-century  printing 
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office  show  that  they  were  independently  produced,  for  the  exclusive 
use  of  one  particular  shop.  And  a  painstaking  examination  by  Dr. 
Konrad  Haebler  of  the  documentary  evidence  available  shows  that 
there  was  no  organized  trade  in  cast  type  or  matrices  during  the 
fifteenth  century,  and  for  some  years  thereafter.  As  the  industry  de¬ 
veloped,  functions  inside  the  larger  offices  became  specialized,  so 
that  different  workmen  specialized  in  certain  operations.  We  find 
references  to  some  workers  who  devoted  their  attention  particularly 
to  punch-cutting  and  typefounding,  such  as  Nicolas  Wolff,  jondeur 
de  lettres  at  Lyons,  or  Hendrick  Lettersnider  at  Antwerp;  but  such 
men  were  either  master  printers  themselves  who  had  risen  above 
their  original  specialty,  or  employees  of  a  particular  printing  office, 
rather  than  suppliers  to  the  trade. 

There  were,  of  course,  sales  of  printing-office  equipment  from 
one  printer  to  another,  and  sales  of  or  foreclosures  on  offices,  in  the 
course  of  which  matrices  and  types  passed  from  one  ownership  to 
another.  But  these  were  individual  transactions.  It  might  be  added 
here  that  when  typefounding  did  begin  to  emerge  as  an  industry 
distinct  from  printing,  it  was  matrices  struck  from  a  master  set  of 
punches  that  were  sold,  printers  continuing  for  a  considerable  period 
to  cast  and  recast  their  types  in  their  own  shops. 

We  get  a  good  idea  of  the  arrangement  of  the  type  cases  of  the 
early  printers  from  engravings  showing  the  interior  of  ancient  print¬ 
ing  offices.  The  cases  were  considerably  larger  than  those  in  use 
today,  probably  because  of  the  greater  average  size  of  the  typefaces 
used,  and  were  set  on  the  frames  supporting  them  at  a  much  sharper 
angle  than  is  the  custom  today. 

As  type  was  first  set  and  made  up  directly  in  page  form,  rather 
than  set  up  in  long  columns  on  galleys  to  be  made  up  into  pages  in 
a  later  process,  it  may  well  have  been  that  the  setting  was  done 
direcdy  into  the  frame  or  chase  into  which  the  page  was  wedged 
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or  locked  in  some  manner  not  exactly  known  to  us.  The  composi¬ 
tor’s  stick  must  have  been  developed  rather  early,  however,  as  a 
matter  of  convenience,  though  I  do  not  recall  any  fifteenth-century 
references  to  such  sticks. 


A  PRINTING  OFFICE  AS  REPRESENTED  IN  THE  DANCE  OF  DEATH,  LYONS,  I5OO. 

The  next  major  requirement  was  a  press,  with  which  the  inked 
type  form  could  be  firmly  and  evenly  impressed  on  the  sheets  of 
paper  or  vellum.  It  has  already  been  pointed  out  in  Chapter  IX  that 
screw  presses  were  already  in  use  during  the  fifteenth  century  in  a 
number  of  other  crafts,  so  the  pioneer  printer  had  only  to  adapt 
such  presses  to  his  particular  technical  requirements. 

We  have  no  knowledge  of  the  construction  of  the  press  used  by 
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Gutenberg  and  his  immediate  successors.  It  probably  did  not  differ 
much,  however,  from  the  presses  used  by  later  printers,  of  which 
there  are  a  number  of  representations  in  prints  of  the  sixteenth  cen¬ 
tury.  The  earliest  representation  of  a  printing  press  was  printed  in 
an  edition  of  the  Dance  of  Death  produced  in  Lyons,  France,  in 
1500.  The  illustration  on  page  235  shows  the  symbolic  grisly  figure 
of  Death  summoning  a  group  of  printers  from  their  work.  In  this 
drawing,  in  which  the  equipment  of  a  printing  office  was  only  inci¬ 
dental  to  the  purpose  of  the  illustration,  not  much  is  shown  us  of 
the  details  of  the  press  or  of  its  operation. 

But  in  1507,  Jodocus  Badius  Ascensius,  who  printed  at  Paris, 
began  to  use  as  his  printer’s  mark  a  spirited  representation  of 
(presumably)  his  own  printing  office,  in  which  the  press  formed  the 
principal  feature.  There  were  several  variations  of  this  printer’s 
mark  between  its  first  appearance  and  1532,  but  all  show  the  press 
in  action  at  the  moment  when  the  pressman  put  his  strength  into 
pulling  the  lever  which  caused  the  screw  to  force  the  platen  down 
upon  the  bed  of  the  press  to  produce  an  impression. 

Still  later,  Jost  Amman,  a  well-known  wood  engraver,  made  a 
woodcut  used  as  an  illustration  in  Hartmann  Schopper’s  Panoplia 
omnium  artium  printed  at  Frankfort  in  1568.  This  drawing  was 
made  specifically  for  the  purpose  of  showing  the  operation  of  a 
printing  press.  It  represents  the  moment  when  the  type  form  has 
been  run  out  from  under  the  platen  just  after  taking  an  impression. 
One  operative  with  two  ink  balls  is  inking  the  type  for  the  next 
impression.  Another  operative  is  removing  the  recently  printed  sheet 
from  the  tympan,  which  is  hinged  to  the  type  form.  The  drawing 
shows,  probably  in  somewhat  exaggerated  size,  the  two  points  or 
pins  on  the  tympan  which  pierced  the  sheet  of  paper  to  hold  it  in 
proper  register.  Hinged  to  the  other  edge  of  the  tympan,  and  in 
open  position  in  the  drawing,  is  the  frisket,  a  frame  over  which  is 


238  THE  PRODUCTION  OF  THE  INCUNABULA 

stretched  a  sheet  of  paper  cut  out  so  as  to  cover  the  sheet  on  the 
tympan  except  for  the  area  intended  to  receive  the  impression  of  the 
type.  When  the  form  has  been  freshly  inked,  a  new  sheet  of  paper 
will  be  placed  on  the  tympan  and  held  there  in  position  by  the  two 
pins.  The  frisket  will  be  folded  down  over  the  tympan  and  the 
tympan,  shielded  by  the  frisket,  will  then  be  folded  down  over,  but 
not  touching,  the  type  form.  The  form  will  then  be  run  back  under 
the  platen,  the  long  lever  will  be  pulled,  and  another  impression 
will  be  made. 

The  illustrations  all  show  a  press  frame  of  sturdy  construction 
supporting  a  firmly  fixed  horizontal  bed  on  which  the  type  form 
rests  when  in  position  under  the  platen.  The  platen  is  raised  and 
lowered  by  a  screw  mechanism  turned  by  a  long  lever.  Considerable 
power  was  exerted  in  making  the  impression,  as  is  shown  by  the 
fact  that  the  illustrations  all  show  a  conspicuously  heavy  and  solid 
construction  of  the  top  of  the  press  to  give  a  rigid  resistance  to  the 
downward  pressure  of  the  screw.  The  top  of  the  press  is  also  firmly 
braced  against  the  ceiling — in  the  Ascensius  illustrations  by  means  of 
jacks  and  in  the  Amman  illustration  by  means  of  strong  timbers. 
The  strength  required  for  operating  a  press  of  this  type  is  also  in¬ 
dicated  by  the  fact  that  in  the  illustrations  the  pressman,  who  pulls 
the  lever,  is  represented  by  a  powerfully  muscled  individual. 

In  the  early  days  of  printing  there  were  no  specialized  manu¬ 
facturers  of  printing  presses.  A  press  was  no  part  of  the  parapher¬ 
nalia  which  a  roving  printer  had  to  take  with  him  in  moving  from 
one  place  to  another.  Some  local  artisan  at  the  printer’s  next  stop¬ 
ping  place  could  construct  a  press  according  to  his  specifications. 


XVI 


Woodcut  Book  Illustration 


I- ’HE  art  of  the  woodcut  was  well  known  and  widely  prac¬ 
ticed  in  Europe  many  years  before  the  invention  of  print¬ 
ing,  as  has  already  been  indicated  in  Chapter  VII.  Although 
the  printing  of  type  forms  and  the  printing  of  woodcuts  were 
technically  co-ordinate,  and  the  idea  of  illustrating  books  had  been 
well  established  by  the  practice  of  illuminating  manuscript  volumes, 
no  printer  undertook  to  illustrate  a  book  with  woodcuts  until  about 
fifteen  years  after  typography  had  been  brought  to  a  practical  basis. 
Even  then,  only  one  printer  made  the  apparently  revolutionary  ex¬ 
periment,  and  the  next  one  to  follow  his  example  did  not  venture 
upon  the  production  of  pictured  books  until  eleven  years  later. 

The  first  illustrated  books  were  printed  from  1460  onward  at 
Bamberg  by  Albrecht  Pfister,  whom  we  find  then  in  possession  of 
the  types  previously  used,  probably  by  someone  else  (perhaps  Guten¬ 
berg)  in  printing  the  36-line  Bible.  Pfister’s  publications  had  one 
other  distinction  in  addition  to  their  illustrations,  in  that  they  pre¬ 
sented  texts  of  popular  character,  unlike  the  plethora  of  theological 
or  academic  works  which  issued  from  other  early  presses. 

Pfister  printed  nine  editions  of  five  books,  all  of  which,  with  the 
j  single  exception  of  the  Belial ,  by  Jacobus  de  Theramo,  were  planned 
to  be  adequately  illustrated.  In  or  about  the  year  1460  he  printed  the 
first  edition  of  the  Ac\ermann  von  Bohmen,  by  Johannes  von  Saaz. 
Only  one  copy  of  this  edition,  that  in  the  library  at  Wolf enblit tel, 
has  been  preserved  to  us,  and  this  one  lacks  the  five  full-page  wood- 

cuts  for  which  spaces  had  been  left.  As  Pfister  printed  his  blocks 
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subsequent  to  the  printing  of  the  type  matter,  it  seems  reasonable 
to  assume  that  we  have  here  to  deal  with  a  set  of  sheets  on  which 
the  printing  of  the  woodcuts  was  inadvertently  omitted.  The  illus¬ 
trations  allowed  for  appeared  in  the  second  edition,  which  was 
printed  about  1463.  There  is  here  reproduced  the  best  known  of 
these  illustrations,  representing  Death  sitting  as  a  king  on  his  throne. 
At  the  left  is  a  widower  with  his  child,  at  the  right  the  body  of  his 
wife  lying  in  an  open  coffin. 

The  next  text  to  be  published  by  Pfister  was  Der  Edelstein,  by 
Ulrich  Boner,  a  series  of  fables  in  German,  which  appeared  in  1461, 
illustrated  with  the  impressive  total  of  101  woodcuts.  This  had  the 
added  distinction  of  being  the  earliest  dated  book  printed  in  the 
German  language.  An  undated  edition,  in  which  two  more  illustra¬ 
tions  were  added,  appeared  probably  in  1464.  The  other  illustrated 
texts  printed  by  Pfister  were  the  Vier  Historien ,  in  which  one  of  the 
cuts  was  carelessly  printed  upside  down,  and  the  Biblia  pauperum, 
that  favorite  subject  of  the  block-book  printers,  three  editions  of 
which  appeared  from  1462  to  1464. 

All  Pfister’s  woodcuts  are  in  simple  outline  and  were  obviously 
designed  to  be  colored  by  hand,  perhaps  in  the  printing  office  where 
the  books  were  produced.  Practically  all  the  extant  copies  of  these 
volumes  have  been  so  colored. 

With  the  termination  in  1464  of  Pfister’s  activity  in  the  produc¬ 
tion  of  illustrated  books,  we  find  no  further  attempt  of  like  character 
for  seven  years.  The  next  undertaking  in  this  field  encountered  a 
number  of  difficulties,  suggestive  of  jurisdictional  disputes  between 
modern  labor  unions.  Only  through  the  good  offices  of  the  abbot 
of  SS.  Ulrich  and  Afra,  did  Gunther  Zainer  manage  to  obtain  citi¬ 
zenship  rights  and  the  license  to  engage  in  printing  after  his  arrival 
in  Augsburg  in  1468.  At  first,  he  was  denied  the  right  to  use  in  his 
books  woodcuts  of  illustration  or  ornament,  but  later  gained  this 
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privilege  upon  engagement  to  use  only  the  services  of  members  of 
the  local  guilds  in  cutting  the  blocks.  When  all  obstacles  had  finally 
been  surmounted,  Zainer  embarked  in  1471  on  an  ambitious  pro¬ 
gram  of  illustrated  book  production. 

Zainer’s  first  illustrated  book  was  the  Wintertheil  of  Voragine’s 
Leben  der  Heiligen,  or  Lives  of  the  Saints,  which  appeared  in  1471. 


ILLUSTRATION  FROM  VORAGINE  S  LEBEN  DER 
HEILIGEN  (WINTERTHEIL)  PRINTED  BY  GUN¬ 
THER  ZAINER  AT  AUGSBURG,  I47I. 


As  is  clearly  apparent  from  the  illustrations  here  reproduced,  the 
woodcuts  and  the  type  were  printed  in  separate  operations  following 
the  practice  of  Pfister.  This  was  probably  due  to  the  fact  that  the 
blocks  were  different  in  height  to  paper  from  the  type  forms.  This 
deficiency  in  technique  had,  however,  been  remedied  before  the 
appearance  in  1472  of  the  Sommertheil  of  the  same  work,  in  which 
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the  register  of  illustrations  and  text  indicates  that  they  were  printed 
in  the  same  impression. 

In  1473  Zainer,  at  the  invitation  of  the  abbot  of  SS.  Ulrich  and 
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HEILIGEN  (WINTERTHEIL)  PRINTED  BY  GUNTHER 
ZAINER  AT  AUGSBURG,  1 47 1- 


Afra,  co-operated  with  the  monks  at  that  convent  in  printing  with 
his  types  an  illustrated  edition  of  the  Speculum  humanae  salva - 
tionis.  The  identity  of  neither  the  designer  nor  cutter  of  the  blocks 
is  known.  The  cuts  were  simple  and  strong  in  line  and  harmonized 
with  the  type  pages  which  they  illustrated. 
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Zainer  printed  a  number  of  other  well-illustrated  books  before 
his  death  in  1478.  One  of  these  was  a  folio  Bible  in  German,  which 
was  one  of  the  three  earliest  illustrated  Bibles  printed  in  Germany, 
and  perhaps  the  first.  The  illustrations,  however,  were  represented 
largely  by  pictorial  initials. 

Johann  Bamler  and  Anton  Sorg  were  also  known  as  printers 
at  Augsburg  of  creditably  illustrated  books. 

Erhard  Ratdolt,  a  German,  did  distinguished  printing  at  Venice. 
At  the  urgent  invitation  of  Bishop  Friedrich  von  Hohenzollern,  he 
returned  in  the  year  i486  to  Augsburg  where,  until  1516,  he  printed 
liturgical  works  chiefly,  and  mathematical  and  astronomical  works 
secondarily.  Here  he  used  some  of  the  attractive  decorative  initials  he 
had  produced  in  Italy,  and  added  new  ones. 

Ratdolt  had  printed  in  Venice  astronomical  works  in  which  the 
diagrams  of  heavenly  bodies  were  printed  in  colors.  The  first  book 
he  printed  at  Augsburg,  the  Obsequiale,  which  appeared  in  1487, 
contained  the  first  regular  woodcut  illustration  ever  printed  in 
colors,  thus  marking  a  milestone  in  the  technical  development  of 
the  printing  art.  This  woodcut,  printed  in  black  and  two  or  three 
colors,  pictured  Bishop  Friedrich  von  Hohenzollern,  who  was  re¬ 
sponsible  for  Ratdolt’s  setting  up  a  press  at  Augsburg.  Other  sub¬ 
jects  printed  in  colors  are  found  in  later  books.  The  authorship  of 
some  of  the  woodcuts  in  Ratdolt’s  books  issued  from  1491  onward 
are  attributed  to  Hans  Burgkmair  the  elder. 

Ulm  was  the  next  German  city  in  which  important  illustrated 
books  were  produced.  During  the  latter  part  of  the  fourteenth  cen¬ 
tury  and  the  early  years  of  the  fifteenth,  this  city  had  been  known 
as  the  principal  center  for  the  production  and  distribution  of  playing 
cards.  Here  Johann  Zainer,  of  the  same  family  as  Gunther  Zainer 
who  worked  at  Augsburg,  established  himself  about  1472  as  a 
printer.  Flis  first  book,  which  appeared  early  in  1473,  contained 
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woodcut  embellishment  which  included  one  pictorial  initial,  but  his 
first  fully  illustrated  book,  Boccaccio’s  De  claris  mulieribus,  appeared 
in  1473  in  two  editions,  each  containing  about  eighty  woodcuts. 

The  art  of  the  woodcut  reached  a  high  at  Ulm  with  the  appear¬ 
ance  from  Zainer’s  office  in  1476  or  the  year  following  of  Aesop’s 
Vita  et  jabulae.  Other  printers  at  Ulm  produced  illustrated  books  of 
high  quality,  but  few  were  commercially  successful,  possibly  because 
the  plague  ravaged  the  city  again  and  again.  Conrad  Dinckmut  and 
Lienhart  Holle  were  among  the  better  known  printers  who  pro¬ 
duced  pictured  books  in  this  city. 

Printing  had  started  at  Basel  far  earlier  than  at  Augsburg  or 
Ulm,  but  the  illustration  of  books  in  this  city  came  later,  the  earliest 
local  work  reflecting  some  influence  of  the  woodcut  work  at  the  two 
other  cities  named.  Bernhard  Richel  printed  at  Basel  in  1476  the 
ubiquitous  Spiegel  Menschlicher  Behaltnis,  the  woodcuts  in  which 
show  the  influence  of  illustrations  in  the  block-book  editions  of  the 
Biblia  pauperum  produced  in  the  Netherlands.  Johann  Amerbach 
began  the  issue  of  woodcut  books  in  1489,  and  illustrations  of  medi¬ 
ocre  quality  are  found  in  books  printed  by  M.  Furter  at  Basel 
from  1491  onward. 

We  find  evidence  of  a  new  virtuosity  in  book  illustration  at  Basel 
in  1492  and  1494,  during  which  period  young  Albrecht  Diirer  was 
in  the  city.  The  original  block  of  a  woodcut  of  St.  Jerome,  which 
appeared  in  the  Epistles  printed  by  Nicolaus  Kesler  in  1492,  bears 
the  signature  of  Diirer  on  its  back.  Other  cuts  attributed  to  Diirer 
appeared  in  books  printed  at  Basel,  notably  those  richly  illustrating 
Sebastian  Brant’s  N arrenschiff  printed  by  Johann  Bergmann  von 
Olpe  in  1494. 

From  this  point  on,  we  can  refer  only  to  a  few  highlights  of 
woodcut  illustration  in  Germany.  Among  these  must  be  numbered 
one  of  the  greatest  illustrated  books  of  the  fifteenth  century,  the 
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Sanctae  peregrinationes  of  Bernhard  von  Breydenbach,  which  was 
illustrated  and  printed  at  Mainz,  cradle  of  typography,  in  i486. 
Breydenbach,  who  was  a  member  of  the  nobility,  in  1483  and  1484 
went  on  a  pilgrimage  to  the  Holy  Land  as  a  penance  for  the  mis¬ 
deeds  of  his  youth.  As  artist  of  the  expedition  he  took  along  the 
gifted  Reuwich,  who  made  drawings  of  actual  scenes  and  views  as 
he  observed  them.  This  feature  places  the  book  he  illustrated  upon 
his  return  in  a  category  quite  different  from  most  other  early  books 
with  illustrations,  nearly  all  of  which  were  conceived  in  the  mind  of 
the  artist,  rather  than  being  drawn  from  life. 

The  frontispiece  of  the  Peregrinationes ,  which  is  reproduced  on 
page  247,  is  a  noble  composition,  ably  rendered.  In  addition  to 
many  other  woodcuts,  the  book  includes  folding  plates  authentically 
picturing  cities  passed  through  on  the  journey.  Of  these  the  view  of 
Venice  is  the  best  known. 

This  was  not  the  earliest  illustrated  book  printed  at  Mainz,  for 
Peter  Schoeffer  had  issued  three:  the  Herbarius  Latinus  in  1484,  the 
Gart  der  Gesuntheit  in  the  following  year,  and  the  Cronec\en  der 
Sassen  in  1492.  The  frontispiece  to  the  Gart  der  Gesuntheit  was  a 
woodcut  of  fine  quality  picturing  a  group  of  thirteen  physicians, 
authorship  of  which  can  safely  be  attributed  to  Erhard  Reuwich. 

At  Cologne,  an  important  commercial  center  on  the  Rhine,  there 
was  done  relatively  little  distinguished  work  in  book  illustration. 
The  celebrated  Cologne  Bible  printed  about  1478  by  Heinrich  Quen- 
tell  was,  however,  a  notable  exception  to  the  general  rule.  This 
large  folio,  set  in  double-column  arrangement,  appeared  in  two 
editions  in  two  different  German  dialects.  There  are  well  over  a 
hundred  illustrations,  the  bulk  of  which  relate  to  the  Old  Testa¬ 
ment.  In  addition,  a  number  of  type  pages  are  surrounded  by  three- 
piece  borders  in  varying  arrangements,  one  such  page  being  re¬ 
produced  on  page  251.  The  drawing  of  the  illustrations,  the  author- 
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ship  of  which  is  unknown,  is  rather  angular  and  heavy-handed,  but 
this  edition  of  the  Bible  is  important  for  the  influence  it  exerted  on 
other  illustrated  editions  of  the  Scriptures. 

Considerable  activity  in  the  illustration  of  books  is  observable  in 
the  early  issues  of  the  Nuremberg  press,  but  the  books  issued  by 
Anton  Koberger  overshadow  in  importance  the  work  of  his  local 
competitors.  Koberger,  who  is  reputed  to  have  operated  twenty-four 
presses  and  employed  a  hundred  printers,  developed  a  successful 
business  of  international  scope.  He  was  fortunate  in  enlisting  the 
services  of  two  distinguished  artists,  Michel  Wolgemut  and  Wil¬ 
helm  Pleydenwurff,  whose  designs  were  apparently  cut  on  wood  by 
various  hands.  Two  celebrated  volumes  were  the  fruit  of  this  asso¬ 
ciation  of  talent.  The  Schatzbehalter,  explained  in  its  subtitle  as 
being  a  “treasury  of  the  true  riches  of  salvation,”  written  by  Stefan 
Fridolin,  was  printed  by  Koberger  in  1491.  The  volume  contained 
nearly  a  hundred  illustrations,  mostly  of  scriptural  subjects. 

The  second  celebrated  book  pictured  by  the  same  illustrators  was 
Hartmann  SchedePs  W eltchroni\,  generally  referred  to  as  the 
Nuremberg  Chronicle ,  which  Koberger  printed  and  published  in 
Latin  and  German  editions  in  1493.  The  contract  between  publisher 
and  illustrators  was  dated  1491,  but  there  is  evidence  that  the  work 
was  at  that  time  already  well  under  way. 

The  Chronicle  was  a  monumental  undertaking  for  all  con¬ 
cerned,  645  separate  woodcuts  being  presented  in  the  German  edi¬ 
tion.  As  some  blocks  were  used  several  times,  the  count  of  printed 
illustrations  reaches  the  amazing  total  of  1809.  This  repetition  makes 
it  apparent  that  the  woodcuts  represented  imaginary  rather  than 
real  illustrations.  The  views  of  cities  are  of  the  most  value,  but  most 
of  these  are  not  authentic — in  marked  contrast  to  the  faithfulness  of 
the  Reuwich  illustrations  in  Breydenbach’s  Peregrinationes .  The 
magnitude  of  the  undertaking  in  printing  and  illustrating  the 
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Chronicle ,  and  the  speed  with  which  it  was  carried  through,  un¬ 
doubtedly  detracted  from  the  merit  of  the  work. 

There  was  a  still  brighter  chapter  in  the  history  of  illustrated 
bookmaking  at  Nuremberg,  for  in  this  city  the  great  master  of  wood- 
cut,  Albrecht  Diirer,  did  much  of  his  best  work.  Arthur  Hind  tells 
us  that  Diirer  “found  in  woodcut  the  most  perfect  medium  for  the 
expression  of  his  genius,  and  is  perhaps  the  greatest  figure  in  the 
whole  history  of  the  art.”  Diirer  was  enrolled  as  an  apprentice  in 
Wolgemut’s  studio  during  the  three  years  ending  December,  1489, 
a  period  preceding  the  latter’s  work  on  the  illustrations  of  the 
two  books  just  referred  to.  In  1490,  Diirer  left  Nuremberg  on  his 
W  under  jahre,  during  which  his  activities  are  not  clearly  known, 
though  it  is  evident  he  did  some  work  at  Basel  in  the  field  of  book 
illustration.  Returning  to  his  home  city  in  1494,  he  married  and  took 
a  trip  to  Italy,  perhaps  to  escape  the  plague,  a  local  epidemic  of 
which  was  raging  in  that  year. 

Evidence  of  a  matured  genius  is  found  in  the  fifteen  large  wood- 
cuts  of  the  Apocalypse ,  printed  with  the  text  set  in  Koberger’s  types, 
which  appeared  in  German  and  Latin  editions  at  Nuremberg  in 
1498.  One  of  these  illustrations,  The  Riders  on  the  Four  Horses , 
which  is  reproduced  on  page  257,  is  artistically  in  a  different  class 
from  the  woodcut  book  illustrations  heretofore  discussed.  In  the 
design  of  Diirer’s  woodcuts  we  find  evidence  of  both  Gothic  and 
Renaissance  influences.  The  technical  excellence  of  his  illustrations 
was  contributed  to  by  the  master’s  practice  of  drawing  his  design 
directly  on  the  block,  thus  eliminating  necessity  for  tracing,  and  of 
closely  supervising  the  cutting  and  printing  of  his  subjects. 

Since  Italian  book  illustration,  having  an  individuality  all  its 
own,  is  being  dealt  with  in  another  chapter,  we  have  now  to  discuss 
fifteenth-century  woodcut  illustration  in  Holland. 

Apart  from  the  blocks  in  the  editions  of  the  Speculum  discussed 
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in  Chapter  XI,  the  earliest  woodcut  used  in  the  Netherlands  was  a 
portrait  of  Johann  of  Westphalia,  cut  in  reverse,  and  serving  as  his 
printer’s  mark  in  the  Justinian  which  he  printed  at  Louvain  in  1475, 
and  in  subsequently  issued  volumes.  Jan  Veldener  used,  also  at  Lou¬ 
vain  in  1475,  the  printer’s  mark  reproduced  in  Chapter  XX,  and 
another  portrait  mark  was  used  by  Conrad  of  Paderborn  in  the  same 
city  during  the  following  year. 

Jan  Veldener  used  the  first  series  of  woodcut  illustrations  to 
appear  in  a  book  printed  in  the  Netherlands  in  an  edition  of  Role- 
winck’s  Fasciculus  temporum,  which  he  completed  in  the  closing 
days  of  December,  1475.  Veldener  moved  his  press  first  to  Utrecht 
and  later  to  Kuilenburg.  In  the  first-named  city  he  printed  another 
edition  of  the  Fasciculus ,  in  which  additional  blocks  appeared. 

While  at  Utrecht,  Veldener  printed  a  book  which  has  been  the 
object  of  acute  attention  from  typographic  historians.  The  Epistelen 
cn  Evangelien,  which  came  from  the  press  in  1481,  contained  thirty- 
nine  biblical  illustrations.  On  the  two  final  leaves  appeared  halves  of 
a  block  used  in  the  early  Dutch-printed  Speculum  referred  to  in 
Chapter  XI.  Two  years  later  Veldener  printed  the  Spieghel  onzer 
Behoudenisse,  an  edition  of  the  Speculum  in  the  Dutch  language, 
in  which  all  the  original  blocks  (cut  in  half)  were  used,  along  with 
twelve  additional  subjects  cut  in  like  style.  Two  of  the  cuts  appeared 
in  the  Kruidboec\  in  1484. 

Here  is  the  important  link  between  a  known  printer  of  the  later 
period  and  the  work  of  the  unidentified  early  Dutch  “printer  of  the 
Speculum But  there  was  also  a  link  with  the  printer  of  the  Biblia 
pauperum  block  book  and  Pieter  van  Os,  who  printed  at  Zwolle  in 
1487  another  edition  of  the  Epistelen  en  Evangelien,  containing 
forty-four  pieces  cut  from  the  blocks  of  the  earlier  publication.  Some 
of  these  blocks  reappear  in  books  produced  later  by  this  same  printer. 
Finally,  the  upper  half  of  one  subject  in  the  block  book  Canticum 
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c anticorum  is  found  in  a  Rosetum  printed  by  Van  Os  in  1494.  It  is 
significant  to  note  the  relatively  late  dates  of  the  reappearances  of 
these  blocks  from  the  equipment  of  the  early  Dutch  printer  or 
printers.  Because  of  the  perambulatory  habits  of  some  of  the  early 
printers,  it  is  not  safe  for  us  to  draw  conclusions  from  these  reap¬ 
pearances  as  to  the  locale  of  the  earlier  printing  office  or  offices. 
Regarding  this  we  are  still  left  in  ignorance. 

At  Gouda,  woodcuts  made  their  first  appearance  as  book  illus¬ 
trations  in  1480  in  the  Dyalogus  creaturarum,  a  book  of  fables 
printed  in  the  office  of  Gerard  Leeu.  This  work  was  so  popular  that 
many  editions,  in  both  Latin  and  Dutch,  were  brought  out  in  the 
Netherlands  during  the  fifteenth  century.  A  series  of  cuts  of  better 
design,  closely  related  to  the  technique  of  the  block-books,  illustrated 
the  Gesten  van  Romen  printed  in  1481  by  Leeu. 

Satisfactory  but  by  no  means  distinguished  book  illustrations 
were  executed  by  Dutch  designers  and  craftsmen  for  books  printed 
at  Antwerp,  Delft,  Deventer,  and  other  cities.  The  designer  who 
illustrated  for  Jacob  Bellaert,  the  first  known  printer  at  Haarlem, 
also  gave  evidence  of  a  technical  kinship  with  the  illustrators  of  the 
Speculum  and  the  block  books,  but  with  this  slender  clue  ends  the 
relationship  of  the  later  printing  to  the  works  believed  by  some  to 
have  been  printed  earlier  in  that  city. 

None  of  the  Dutch  book  illustrations  approach  the  quality  of  the 
German  and  Italian  contemporaneous  work.  As  they  are  of  interest 
chiefly  to  the  specialist,  we  are  not  warranted  in  dealing  with  them 
here  in  more  detail. 

In  books  printed  in  France  during  the  fifteenth  century,  the  most 
important  function  of  the  woodcut  was  to  provide  borders  and 
initials  to  decorate  books  of  hours  and  other  liturgical  works.  Such 
use,  being  decorative  in  purpose,  rather  than  illustrative,  will  be; 
dealt  with  in  Chapter  XVIII.  There  was,  however,  a  reasonable: 
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amount  of  true  book  illustration  which  was  characteristically 
French.  But  here  again  the  great  majority  of  the  French  illustrative 
work  did  not  measure  up  in  virtuosity  of  design  to  the  contemporary 
work  of  the  Italian  and  German  artists. 

The  French  illustrations  that  persist  in  my  own  memory,  be¬ 
cause  of  their  dramatic  quality,  are  those  in  numerous  editions  of  the 
Dance  of  Death ,  or  a  similarly  cheerful  treatise  on  the  art  of  dying 
becomingly.  The  earliest  French  book  illustrations  are  found  in 
books  printed  at  Lyons,  a  city  located  on  the  important  routes  of  in¬ 
ternational  commerce.  The  first  book  with  woodcuts,  the  Mirouer 
de  la  Redemption ,  was  printed  at  Lyons  in  1478  by  Martin  Huss, 
who  used  the  blocks  of  the  edition  printed  at  Basel  two  years  earlier 
by  Bernhard  Richel.  This  popular  book  ran  through  many  editions. 

Among  the  earliest  work  of  local  authorship  were  the  rather 
primitive  woodcuts  illustrating  U Abuse  en  court ,  a  satire  on  court 
life,  produced  by  an  anonymous  printer,  who  also  issued  other  illus¬ 
trated  books. 

Guillaume  Le  Roy,  the  first  printer  at  Lyons,  began  work  in 
1473.  Until  1483  his  operations  were  financed  by  a  local  merchant, 
Barthelemy  Buyer,  whose  name  appeared  in  the  joint  imprint.  In 
1483,  after  Buyer’s  death,  Le  Roy  brought  out  a  French  edition  of 
the  Aeneid,  illustrated  with  woodcuts  of  amateurish  execution. 

The  outstanding  Lyonnese  illustrated  book  is  the  Comoediae  of 
Terence,  printed  in  1493  by  Johann  Trechsei,  a  printer  who  emi¬ 
grated  to  Lyons  from  Mainz,  quite  likely  bringing  with  him  a 
German  artist  whose  handiwork  is  seen  in  this  volume.  The  frontis¬ 
piece,  showing  a  theater  of  the  period,  with  the  cubicles  of  the 
prostitutes  underneath,  is  reproduced  on  page  259. 

A  book  of  special  interest  to  those  interested  in  printing  is  the 
edition  of  La  grant  danse  macabre  printed  by  Matthias  Huss,  early 
in  1500,  according  to  the  modern  calendar.  In  this  book  the  agents 
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of  death  are  seen  calling  people  away  from  various  trades  and  pro¬ 
fessions.  This  is,  however,  the  only  French  fifteenth-century  edition 
picturing  the  grim  reapers  summoning  printers  from  their  work  at 
case,  press,  and  bookstore.  This  celebrated  illustration  is  reproduced 
on  page  235. 

Well-illustrated  books  were  produced  at  Toulouse,  Abbeville, 
Rouen,  and  in  other  French  communities,  but  limitations  of  space 
restrict  our  further  discussion  to  the  work  produced  at  the  capital. 

Jean  Dupre,  in  collaboration  with  Desiderius  Huym,  was  re¬ 
sponsible  for  the  first  illustrated  book  printed  at  Paris,  a  Paris 
missal  which  was  completed  in  1481.  A  number  of  missals  for  other 
dioceses  were  issued  by  the  same  press.  The  first  book  in  the  French 
language  to  be  illustrated  was  of  quite  different  character.  Boccac¬ 
cio’s  Les  cas  et  ruynes  des  nobles  hommes  et  femmes  was  also 
printed  by  Dupre  in  1484.  The  illustrations  are  well  done. 

Pierre  le  Rouge,  member  of  an  extensive  family  of  scribes  and 
illuminators,  turned  printer  and  brought  out  highly  creditable  illus¬ 
trated  books,  his  chef  d’ oeuvre  being  La  mer  des  hystoires,  brought 
out  in  two  folio  volumes  in  1488  and  1489.  The  woodcuts  are  of 
excellent  quality,  but  many  are  repeated  again  and  again. 

The  first  illustrated  book  to  be  printed  on  the  Iberian  peninsula 
was  an  edition  of  the  ubiquitous  Fasciculus  temporum  produced  by 
Alfonso  del  Puerto  and  Bartolome  Segura  at  Seville  in  1480.  The 
blocks,  however,  were  of  slight  artistic  significance.  Pablo  and  Juan 
Hurus  operated  an  important  printing  office  at  Saragossa,  from 
which  issued  from  1489  onward  a  succession  of  illustrated  books, 
which  were  also  of  slight  interest  because  of  the  fact  that  they  either 
used  the  blocks  cut  for  earlier  European  editions,  or  unblushingly 
copied  them. 

The  earliest  illustrations  which  were  characteristically  Spanish 
were,  according  to  the  competent  opinion  of  Arthur  Hind,  those  in 
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the  Doze  trabajos  de  Hercules ,  by  Enrique  de  Villena,  printed  by 
Antonio  de  Centenera  at  Zamora  in  1483.  Another  typically  Spanish 
subject  is  found  in  the  frontispiece  of  the  Regimiento  de  los  prin- 
cipes,  by  Egidio  Colonna,  printed  at  Seville  in  1494  by  Ungut  and 
Stanislaus  Polonus. 

The  most  important  illustrated  book  produced  in  Portugal 
within  the  period  of  the  incunabula  was  the  Vita  Christi  by  Ludol- 
phus  de  Saxonia,  printed  at  Lisbon  jointly  by  Valentin  Fernandez 
and  Nicolao  de  Saxonia. 

Woodcut  illustration  did  not  appear  in  any  book  printed  in 
England  until  about  1481,  when  Caxton  used  some  highly  amateur¬ 
ish  blocks  in  the  Mirrour  of  the  World,  an  English  version  of  the 
Speculum  historiale  by  Vincent  de  Beauvais.  At  about  the  same  time, 
Caxton  used  some  of  the  blocks  cut  for  the  Mirrour  in  his  third 
edition  of  Cato  parvus  et  magnus . 

In  the  second  English  edition  of  the  Game  of  Chesse  by  Jacobus 
de  Cessolis,  which  came  from  Caxton’ s  press  some  time  about  1483, 
appeared  some  illustrations  more  vigorous  in  style  but  only  slightly 
better  in  design  and  cutting.  The  woodcuts  illustrating  the  Subtyl 
Hystoryes  and  Fables  of  Esope  were  obviously  inspired  by  the  illus¬ 
trations  in  continental  editions  of  this  classic.  Other  important  Eng¬ 
lish  works  of  the  fifteenth  century,  such  as  the  Canterbury  Tales,  the 
Golden  Legend,  the  Fifteen  Oes,  books  of  hours,  and  many  others, 
were  illustrated  with  woodcuts;  but  none  of  these  latter  were  of 
marked  artistic  merit  and  in  none  do  we  observe  the  emergence  of 
a  characteristic  national  style. 

Of  the  illustrated  books  of  the  fifteenth  century  the  German  are 
the  most  numerous  and  the  Italian  are  the  finest.  France  also  made 
notable  contributions,  resembling  the  Italian  more  than  the  German 
work  but  marked  by  distinctive  national  characteristics.  The  most 
famous  of  the  illustrated  books  produced  on  German  soil  during  this 
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period — the  Schatzbehalter,  the  Nuremberg  W  eltchroni\,  and  the 
Breydenbach  Peregrinationes — are  all  executed  in  a  finished  tech¬ 
nique  which,  while  it  accomplishes  much  in  elaboration,  has  lost 
something  of  the  naive  charm  which  one  finds  in  such  illustrations 
as  those  produced  at  Augsburg  in  the  seventies. 

In  Italy  the  best  illustrated  book  of  this  century  is  undoubtedly 
the  Hypnerotomachia,  although  here  again  its  more  conscious  artis¬ 
try  has  nothing  of  the  direct  effectiveness  shown  in  earlier  and  more 
primitive  works  such  as  the  Florentine  editions  of  Savonarola’s  tracts. 
The  blocks  of  the  Hypnerotomachia,  however,  provide  an  outstand¬ 
ing  example  of  observance  of  one  of  the  cardinal  principles  of  good 
book  illustration:  that  the  plates  should  key,  in  color  and  weight  of 
line,  with  the  color  and  weight  of  the  type,  so  that  both  together 
form  a  harmonious  ensemble. 

During  the  sixteenth  century  Germany  still  specialized  in  the 
wood  block.  The  Thewerdanc\  of  1517,  a  page  of  which  is  repro¬ 
duced  on  page  261,  is  probably  the  finest  book  ever  achieved  by  the 
craftsmen  of  that  nation  in  the  point  of  the  successful  welding  of 
decoration  and  typography  in  a  unified  design. 
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OT  all  of  the  early  printed  books  which  were  illustrated 
depended  on  woodcuts.  Illustrations  engraved  in  intaglio 
on  copperplates  were  also  used,  but  to  a  very  limited  ex¬ 
tent.  The  results  obtained  with  this  method  were  not,  apparently, 
satisfactory,  for  we  find  that  most  of  the  printers  who  tried  engraved 
illustrations  did  not  continue  their  use.  Books  first  illustrated  by 
engravings  are  found  in  later  editions  with  the  copperplates  replaced 
by  woodcuts,  affording  clear  evidence  that  the  increased  ease  of 
printing  justified  the  expense  of  making  over  the  plates. 

The  difficulty,  of  course,  was  that  intaglio  engravings  did  not 
print  by  the  same  process  or  on  the  same  press  as  the  type  forms. 
This  necessitated  two  entirely  independent  printings  to  impress  text 
and  picture  on  a  single  sheet,  whereas  the  printer  depending  on 
woodcuts  accomplished  the  same  result  with  a  single  pull  of  the 
press.  And  with  labor  and  press  equipment  doubled,  there  still  re¬ 
mained  the  difficulty  of  registering  the  picture  in  proper  position 
with  respect  to  the  text. 

Because  of  this  latter  difficulty,  the  earliest  books  in  which  en¬ 
graved  illustrations  appear  have  the  plates  printed  on  separate  leaves 
and  inserted  into  the  book,  or  printed  on  thin  paper,  trimmed,  and 
pasted  into  position.  This  cumbrous  procedure  quite  naturally  con¬ 
tributed  to  the  virtual  abandonment  of  intaglio  engravings  for  use 
as  book  illustrations. 

The  fine  detail  possible  to  the  engraver,  however,  made  his 
plates  especially  suitable  for  maps  and  charts  which  had  to  be 
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rendered  minutely.  This  led  to  a  wider  use  of  intaglio  plates  in 
geographies  and  other  works  of  like  character. 

With  intaglio  engravings,  it  is  the  line  which  is  incised  into  the 
plate  which  shows  in  black  on  the  printed  sheet.  The  whole  area  of 
the  plate  is  covered  with  ink,  the  top  or  flat  surface  is  then  wiped 
free  of  ink,  the  dampened  sheet  of  paper  placed  on  the  plate.  Paper 
and  plate  are  then  subjected  to  heavy  pressure  between  two  rollers, 
through  which  they  are  drawn  so  that  the  ink  is  sucked  out  of  the 
depressions  in  the  plate  onto  the  surface  of  the  paper. 

It  is  clear  that  woodcuts  antedate  intaglio  engravings,  the  earliest 
of  which  were  probably  produced  by  goldsmiths.  The  first  dated 
intaglio  print  is  of  the  year  1446:  one  in  a  Passion  series  preserved 
at  Berlin,  ascribed  to  an  anonymous  engraver  referred  to  as  the 
Master  of  the  Year  1446.  Other  undated  engravings  are  believed  to 
have  been  executed  at  least  a  decade  earlier. 

One  group  of  early  engravers  was  apparently  working  in  the 
region  of  the  Upper  Rhine;  another  contemporary  group  shows  evi¬ 
dence  of  a  Flemish  or  Burgundian  locale. 

An  unknown  engraver,  known  as  the  Master  E.  S.  (the  initials 
with  which  he  signed  some  of  his  plates),  who  worked  from  1466 
onward,  exerted  a  great  influence  on  the  technical  progress  of  in¬ 
taglio  engraving.  He  was  probably  a  native  of  the  region  around 
Strasbourg,  originally  a  goldsmith,  who  is  thought  to  have  served 
an  apprenticeship  as  an  engraver  somewhere  in  the  vicinity  of  Basel 
under  the  Master  of  the  Playing  Cards.  The  art  was  carried  still 
farther  by  Martin  Schongauer,  who  was  more  of  an  artist  than  a 
goldsmith.  Many  of  his  plates  give  evidence  of  real  genius,  emanci¬ 
pated  from  Gothic  limitations. 

In  what  printed  book  engraved  illustrations  first  were  used  is 
a  question  not  easy  to  resolve.  In  one  copy  only  of  the  Recuyell  of 
the  Hy story es  of  Troye  translated  by  William  Caxton  and  printed 
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by  him  in  collaboration  with  Colard  Mansion  at  Bruges  between 
1474  and  1476,  is  inlaid  on  the  first  leaf  an  engraving  apparently 
showing  Caxton  presenting  a  copy  of  his  book  to  Margaret  of  Bur¬ 
gundy.  It  is  probable  that  this  engraving  was  nearly  if  not  exactly 
contemporary  with  the  printing  of  the  book,  though  it  was  not  in¬ 
tended  to  serve  as  an  illustration  for  all  copies  of  the  edition,  but 
merely  for  insertion  in  the  one  presentation  copy.  This  hypothesis  is 
supported  by  the  appearance  in  the  third  of  four  distinct  issues  of 
Boccaccio’s  De  la  mine  des  nobles  hommes  et  femmes,  printed  by 
Colard  Mansion  alone  in  1476,  of  nine  engravings  unquestionably 
made  to  illustrate  the  text,  and  subsequently  colored  by  hand.  Two 
copies  of  a  fourth  issue  have  but  eight  engravings.  All  are  printed 
separately  and  pasted  in  rather  than  printed  directly  on  the  same 
sheet  as  the  text.  Arthur  Hind,  of  the  British  Museum,  believes  the 
Caxton  plate  was  executed  by  “an  engraver  of  the  same  school  as  the 
Boccaccio  illustrator,  if  not  by  the  same  hand.”  Hofer  believes  we 
have  to  deal  with  two  different  artists. 

Though  dated  1476,  there  is  some  question  as  to  the  exact  time 
of  appearance  of  the  third  and  fourth  issues  of  the  Boccaccio,  con¬ 
taining  the  pasted-in  illustrations.  It  is,  however,  certain  that  they 
appeared  before  1483,  in  which  year  Mansion,  having  abandoned 
the  engraving  technique,  brought  out  a  new  edition  of  the  same  text 
illustrated  with  woodcuts ! 

Another  contestant  for  the  distinction  of  being  the  first  book 
illustrated  with  engravings  is  Ptolemy’s  Cosmographia,  which  has 
recently  been  proved  by  contemporary  documentary  evidence  to 
have  been  printed  at  Bologna  by  Dominicus  de  Lapis  on  June  23, 
1477 — in  spite  of  the  fact  that  its  obviously  inaccurate  colophon  gives 
the  date  as  1462.  In  this  volume  are  included  twenty-six  maps  en¬ 
graved  by  Taddeo  Crivelli  of  Ferrara. 

In  1477  (a  date  questioned  by  one  authority  in  spite  of  the 
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colophon)  was  printed  at  Florence  by  Niccolo’  di  Lorenzo  the 
Monte  Sancto  di  Dio  by  Antonio  Bettini,  which  is  important  in  that 
the  third  of  three  plates  by  an  unidentified  engraver  is  printed  on 
the  same  paper  as  the  text  of  the  book.  The  printing  of  the  plates 
is  indifferent  and,  as  Hofer  tells  us,  the  register  of  the  third  plate  in 
all  five  of  the  known  copies  is  poor,  providing  additional  evidence 
of  the  difficulty  experienced  by  fifteenth-century  printers  in  combin¬ 
ing  the  techniques  of  letterpress  and  intaglio.  In  the  second  edition 
the  engraved  plates  were  replaced  by  woodcuts. 

A  finer  edition  of  Ptolemy  was  printed  at  Rome  in  1478  by 
Buckinck,  with  twenty-seven  well-printed  maps  designed,  if  not 
engraved,  by  Conrad  Sweynheym,  the  pioneer  Italian  printer  whom 
we  have  already  encountered.  As  Sweynheym  died  in  1473  or  1474, 
the  designs  at  least  may  have  antedated  Crivelli’s  engravings  for  the 
1477  edition. 

In  spite  of  difficulties,  Niccolo’  di  Lorenzo  continued  to  attempt 
the  illustration  of  books  by  copperplate  engravings.  He  ambitiously 
projected  the  first  illustrated  edition  of  Dante,  planning  to  print  an 
engraving  at  the  head  of  each  of  a  hundred  cantos,  on  the  same  sheet 
of  paper  as  the  text.  The  outcome  was  little  short  of  ludicrous.  Only 
nineteen  illustrations  for  the  Inferno ,  out  of  the  hundred  projected, 
were  ever  completed,  and  only  three  of  these  are  known  to  have 
been  printed  on  the  same  paper  as  the  text.  The  remainder  of  the 
i  nineteen  are  found  in  some  copies  only,  but  printed  separately  and 
pasted  in.  The  printers  neglected  to  leave  space  for  the  engraving  to 
:  head  the  first  canto,  so  it  was  printed  in  the  bottom  margin  of  the 
page !  Here  the  knife  of  the  binder  has  invariably  cropped  it.  This 
was  the  printer’s  last  attempt  to  use  intaglio  illustrations. 

There  was  almost  no  use  of  engravings  as  book  illustrations  in 
Germany,  France,  or  Spain.  An  isolated  exception  was  a  French 
translation  of  Breydenbach’s  Peregrinationes  printed  at  Lyons  in 
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1488,  illustrated  by  engraved  copies  of  the  noble  woodcuts  in  the 
original  Mainz  edition,  which  had  appeared  two  years  earlier.  The 
experience  of  book  printers  in  the  fifteenth  century  with  engraved 
illustration  appears,  therefore,  to  have  begun  and  ended  in  frustra¬ 
tion  and  disappointment. 


XVIII 


Early  Book  Decoration 


T  was  not  long  after  man  had  learned  to  print  books  set  in  mov¬ 
able  types  that  he  gave  thought  to  their  embellishment  and 
.1  beautification.  There  were  two  ways  in  which  books  could  be 
made  more  interesting  and  attractive  to  their  readers:  one,  by  illus¬ 
tration;  the  other,  by  ornamentation.  It  so  happened,  however,  that 
the  ornamentation  came  first  in  the  evolution  of  the  printed  book 
from  the  crudest  of  experimental  impressions  to  the  pinnacles  of 
bookmaking  art. 

The  first  appearance  in  printing  of  elements  disparate  from  the 
individual  types  in  the  case  is  found  in  the  large  initial  letters, 
apparently  cut  on  metal,  which  were  used  in  printing  the  papal 
indulgences  at  Mainz  in  1454  and  1455.  In  these,  one  of  which  may 
be  seen  in  the  reproduction  on  page  148,  the  decorative  element  was 
modest  indeed. 

The  next  appearance  of  printed  book  decoration  was  of  out¬ 
standing  importance,  reaching  a  high  peak  of  artistic  and  technical 
excellence.  In  the  Psalter  of  1457,  printed  at  Mainz  by  Fust  and 
Schoeffer,  appeared  a  number  of  purely  decorative  initials  of  much 
beauty,  printed  or  stamped  in  one  and  in  two  colors.  The  simpler 
letters  are  printed  in  one  color,  generally  red,  while  the  more  elab¬ 
orate  ones  are  printed  or  stamped  in  two  colors,  usually  red  and  a 
rather  light  blue.  The  noteworthy  point  is  that  the  register  of  the 
two  colors  is  exact. 

There  has  been  considerable  difference  of  opinion  regarding  the 
material  of  the  blocks  and  the  method  used  in  printing  these  cele- 
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brated  initials,  one  of  which,  on  the  colophon  page,  is  reproduced 
on  page  290.  Hind  believes  they  were  originally  cut  on  wood,  metal 
casts  from  the  wood  blocks  being  used  for  printing  or  stamping. 
To  the  present  writer  it  appears  more  likely  that  they  were  engraved 
directly  by  a  goldsmith  on  a  reasonably  hard  metal,  such  as  brass. 
These  same  blocks  were  used  in  a  number  of  different  editions  of 
the  Psalter  that  appeared  in  succeeding  years.  In  the  1490  edition 
the  blocks  show  signs  of  wear,  which  appears  to  me  to  support  the 
hypothesis  that  they  were  engraved  directly  on  metal,  rather  than 
stamped  from  casts  of  the  original  woodcuts. 

Since  the  ornamental  portion  of  the  letters  prints  over  the  type 
matter  in  some  places,  it  is  evident  that  the  initials  were  added  after 
the  printing  of  the  black  forms.  Since  a  small  “director’’  letter 
appears  under  some  of  them,  and  since  a  copy  of  the  42-line  Bible 
contains  the  same  design  of  two-color  initial  added  by  the  hand  of 
the  rubricator,  it  seems  at  least  likely  that  the  initials  were  stamped 
on  the  pages  in  the  rubricator’s  studio. 

Similar  initials  appear  in  two  other  books  printed  by  Fust  and 
Schoeffer,  the  Durandus  of  1459  and  the  Canon  missae  of  about  the 
same  date.  After  this  date,  except  for  the  later  issues  of  the  Psalter, 
printers  at  Mainz  and  elsewhere  confined  themselves  to  single-color 
initials.  Perhaps  this  first  great  experiment  in  book  decoration  proved 
to  cost  more  in  time  and  effort  than  it  was  worth. 

The  next  appearance  of  book  decoration  was  in  Italy  about  1470, 
but  while  allowed  for  by  the  printer,  the  decorative  elements  were 
stamped  in  later,  probably  by  the  rubricator.  These  initials  and  bor¬ 
ders  were  actually  intended  as  aids  to  the  illuminator,  who  was 
expected  to  go  over  them  with  colors  and  gold.  Such  ornamental 
features  are  found  in  certain  copies  of  a  Suetonius  printed  at  Rome 
in  1470  by  Sweynheym  and  Pannartz,  a  Virgil  printed  at  Venice  by 
Bartholomaeus  Cremonensis  in  1472,  and  in  many  other  books 


P.Candidi  in  libros  Appiani (opbifr?  Alexandnni  ad  Nico 
laumquintu  fummu  ponuficem  Prgfaub  incipic  feliafllme* 

Ppiani  Alexandrim  biftoria  feu  ue' 
ccru  mcunaifeu  temporu  iniquitacc 
depcrditi :  &  uelutt  lon<p  poftlimi' . 
nio  ad  nos  redeunte  opumetac  maxi 
me  podfex  Nioolae  Quince  tuo  nucu 
tuoqj  imperio  e  grgea  latiham  faccre 
indium  ut  non  modb  apud  noftros 
noca  efTec  (edulitas  mei  obfequ  ij :  fed 

_ _  ad  podcros  quoq}  uirtutis  tug  fama 

trankrec-Quid  enim  dignius  tuis  menus  tmpendi  poted/q  uc 
ijrquf  in  fequenci  guo  ngc  aliquando  legent  cum  gdificiorum 
magnitudinem  omatti  intuebunt:  qug  gtacc  nodra  tuo  aufpi' 
do  con fecta  funt/  te  Nicolau  eum  eueintelhgant:  quino  mi' 
norem  in  recu  pera  n  d  is  1  ibris  i  q  in  refhcuendis  mcembus  buic 
urbi  adbibueriscuram.  Ec  pfedlo  licet  ilia  prgdara:  &  magna 
(Tntrqug  manu  &  arte  conftant:  &C  a  plunmis  femmo  ingenio 
d  il  igen  tia  qj  pa  ran  tu  n  prgdan  riora  ta  men  babendaerunt:  qug 
dudijs  adiun&a/  monumentis  quoq*  feruantur  litteraru .  Ica<$ 
qui  Petti  Bafilicg  conuguamdomum  adtnirant  ateftru&am 
quadrato  lapi’dc:  quiHadnani molem  uicifltm  redieuti:  qui 
deoru  ccmplu  ab  Agrippa conditu  atefuffe&u  grace  noftta  : 
qui  plura  aid  bfeui ceflura uetudau  ni  tua  auras  admouiflet 
pias  man  us/  eofdequoqj  admiran  coueniet  tot  ill  ufbres  libros 
ad  nos  tua  opera  uaductos  e  grgds  :nec  cuam  fapientia  no  men 
dignicate  comemoran'one  laudis  fug immunes  prgtenre:  etfl 
non  bCius  temporis  efle  pucem  uirtutes  tuas  elegantiori  flilo 
debitas  in  mediu  pro  Ferre  boc  folu  dixerim  te  bis  rebus  gedis 
aflecutum  ut  uerus  prglul  digniflimuspnneeps  baberere.Sed 
utad  Appiand  redeam  Doleoequide  lumme  pacer  bisi  libris 
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printed  by  Jenson,  John  and  Wendelin  of  Spire,  and  others.  The 
blocks  thus  stamped  in  were  in  pure  outline  specifically  intended 
for  subsequent  coloring. 

The  next  important  step  in  the  progress  of  book  decoration  was 
the  development  of  ornaments,  designed  to  print  in  the  same  form 
with  the  type  and  be  sufficient  in  themselves,  not  requiring  any 
attention  from  the  hand  of  the  illuminator.  Such  work  was  first  seen 
in  the  books  printed  at  Venice  from  1476  onward  by  Erhard  Ratdolt, 
a  native  of  Augsburg,  Germany,  and  his  two  partners;  Bernhard, 
designated  as  Malef  or  “painter,”  also  of  Augsburg,  and  Peter  Los- 
lein.  It  was  undoubtedly  Bernhard,  the  painter,  who  designed  the 
fine  initial  letters,  borders,  and  border  units  which  are  the  glory  of 
the  Ratdolt  books. 

We  see  some  of  the  border  units  in  the  world’s  first  complete  title 
page,  reproduced  on  page  563,  and  the  border  and  an  initial  letter 
in  the  illustration  on  page  271.  Some  were  done  in  delicately  drawn 
outline,  but  the  majority  were  white  designs  of  floral  motif  against 
black  backgrounds.  These  woodcuts  established  a  standard  in  book 
decoration  which  passed  unchallenged  until  the  time  of  William 
Morris  and  his  disciples. 

Decorative  effects  can  also  be  achieved  by  the  combination  of 
ornaments  cut  on  punches,  driven  into  matrices,  and  cast  as  type 
units.  The  earliest  use  of  type  ornaments,  or  fleurons,  known  to  me 
was  in  Capranica’s  Arte  di  ben  morire,  printed  by  G.  and  A.  Alvise, 
at  Verona,  Italy,  in  1478,  a  page  from  this  volume  being  reproduced 
on  page  273.  It  was  in  later  centuries,  however,  that  type  ornaments 
were  used  most  extensively  and  effectively. 

At  Augsburg  and  Ulm,  in  Germany,  the  printers  responsible  for 
the  issue  of  illustrated  books  were  also  making  use  of  woodcut 
initials  and  border  ornaments  from  1473  onward.  And,  starting 
about  1475,  pictorial  initials,  with  scenes  in  the  book  shown  inside 


a  lo  feruo  tuo  oancilla  tua  laborante  (n  le  extre 
me  anguftie  necceffitade  la  facia  tua  gloriola  e 
dilpergi  tutti  li  foi  inimici  in  uirtute  del  tuo  dile 
ftiflimo  figliolo  fignor  noftro  Iefu  Chrifl-o  e  in 
la  uirtute  de  la  liia  fantfhflima  croce  libera  da  o* 
gni  anguflia  lanima  del  corpo  acio  che  Iui  reda 
a  lo  flgonre  dio  eternalmente  ♦  $|f 

£a~lavde  de  lo  omnipoten 

VTE  DIO  E  DE  LA  SVA  MADRE 
VERGINE  MARIA  E  T VTA  LA 
CORTE  C  E  LE  ST  I  ALE  FV  CON 
PITA  Q  VESTA  OPERETA  MOL 
TO  SALVTIFERA  A  LE  ANIMEt 
CHE  PASSANO  DE  Q_VESTA 
VITAtIMPRESSA  IN  VE 
RONA  DE  #  LANNO 
♦M.CCCC.LXX  VI II* 

A  DI  XXVIII 
DE  APRI 
♦LE. 
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the  letter,  began  to  appear  in  books  printed  in  these  and  other  Ger¬ 
man  cities.  These  latter  must  be  considered  as  hybrids  of  decoration 
and  illustration.  A  similar  crossing  of  the  two  elements  is  seen  in 
the  borders  appearing  in  the  Bible  printed  about  1478  at  Cologne 
by  Heinrich  Quentell,  one  page  of  which  is  reproduced  on  page  251. 

The  next  point  of  interest  from  the  decorative  viewpoint  is 
France  in  the  last  two  decades  of  the  fifteenth  century.  In  1481, 
Jean  Dupre  printed  at  Paris  the  Verdun  missal,  one  of  the  illustra¬ 
tions  enclosed  within  a  four-piece  woodcut  decorative  border.  Dupre, 
according  to  his  own  statement,  made  use  of  craftsmen  from  Venice, 
then  a  leading  center  of  liturgical  printing,  in  the  printing  of  many 
missals,  breviaries,  and  other  works  of  like  character. 

One  of  the  early  books  in  which  decorative  borders  played  an 
important  role  was  in  the  Mer  des  hystoires,  in  two  volumes,  printed 
at  Paris  in  1488  and  1489  by  Pierre  le  Rouge,  the  outstanding  mem¬ 
ber  of  a  family  of  French  printers.  In  1488,  at  Rouen,  Jean  le  Bour¬ 
geois  printed  the  first  volume  of  he  Livre  des  vertueux  faix  de 
plusieurs  nobles  chevaliers ,  using  blocks  for  border  units  and  illus¬ 
trations  undoubtedly  supplied  by  the  printer  Jean  Dupre  of  Paris, 
who  printed  the  second  volume  in  the  same  year. 

A  characteristic  element  of  decoration  in  French  books  was  the 
calligraphic  L,  for  the  first  letter  of  the  definite  article,  which  graced 
many  a  title  page.  Interwoven  with  the  letter  we  find  figures  and 
faces  which  are  often  grotesque.  A  particularly  fine  example  of  one 
of  these  initials  may  be  seen  on  page  567. 

The  small  books  of  private  devotion,  the  Horae  Beatae  Virginis 
Mariae ,  or  books  of  hours,  had  been  produced  for  several  centuries, 
in  the  most  elaborate  form,  by  scribes  and  illuminators.  When  the 
printers  turned  their  hands  to  producing  Horae ,  the  most  distin¬ 
guished  work  was  done  first  in  France  at  Paris,  though  soon  copied 
in  other  countries.  Following  the  manuscript  models,  each  page,,, 


CU&non  cu  ffa 
mfup  folium 
tmyib  phB  fitt 
pten?  fapi  me 
%  braidff  uibR 
qumbn  bciem 
/flUrcotfu  note 
aj?te  oifentfa 
mtmtsm  fads 
tutpitttmu  bif 
f bmi»z  tit  eto 
qrmffimii  V*03 

_ ««f  erstcweo 

q  m &  seat  tsmbiiiB  z  ruffsca  Cu  e®®  «bo3  afpe* 
dui  <wo  pii  exhibeti  iuflifl$*ftabat  mho  an  eu  fe 
nrntuo  Pfpidstsf&BtmQ  itaqj  /daccolfi  fuie  Cut 
ta  t  groflWapuf  feabuic  grabe.frote  latiflhna  t« 
bicudi  et  tugofa*  aures  pltofas  z  nfttf  ab  mebiu  ||p 
moplls3X>peub^e&*o€toB  grofTos  z  liipofos^abi  W* 
'umfBeomrn?  qii  cabatimy*  bacba  foabfba  z  fstot 
6  qfi  bhci*mn?tniea8*bigiws  bietie®  z  gtofioS 
{Debes  cotubo8*nafu  fpIfTu  z  gi?pofu»1ab?a  mag 
z  gtofla.facie  ajrnma*eaipi'!t©8  veluti  fut  fpmute 
fyttcog/  Caidamta  pebu  ei9  ruftica  eras  nimis  61 
cmgebat  rene8  d?  bimibi?  giabi?  tirpata  6t  m 
fumo  capite  tepalatu  capiatlu  bjtiiia  fadu  mat 


A  PAGE  SHOWING  A  PICTORIAL  INITIAL  AND  DECO¬ 
RATIVE  BORDER  UNITS,  FROM  A  BOOK  PRINTED  BY 
KNOBLOCHTZER  AT  STRASBOURG,  ABOUT  1 482. 
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whether  it  was  made  up  of  text  or  illustration,  or  a  combination  of 
both,  was  enclosed  within  a  decorative  border,  usually  made  up  of 
four  or  more  separate  blocks.  Most  of  the  decorative  blocks  were  cut 
on  wood,  though  metal  was  often  used,  it  being  stated  by  Dupre 
in  an  edition  of  1489  that  the  pictures  were  imprimees  en  cuyure,  or 
“printed  in  copper.” 

Antoine  Verard,  a  Paris  publisher,  was  most  active  in  the  produc¬ 
tion  of  books  of  hours,  entrusting  their  production  to  various  print¬ 
ers,  but  depending  principally  on  Jean  Dupre,  whose  work  we  have 
already  noticed  in  other  connections. 

Philippe  Pigouchet,  the  printer,  working  in  collaboration  with 
the  publisher  Simon  Vostre  produced  many  fine  books  of  hours,  in 
which  there  is  an  even  gray  tone  in  the  decorative  border  units 
achieved  by  delicate  stippling  of  the  black  backgrounds.  Much  of  the 
best  work  in  this  field  carried  over  into  the  early  years  of  the  six¬ 
teenth  century. 

The  Horae  printed  in  Germany,  though  inspired  by  the  French 
work,  did  not  measure  up  to  it  in  virtuosity,  giving  us  the  impression 
of  having  been  executed  by  heavier  hands.  The  contrast  between 
the  German  and  the  French  styles  is  well  exemplified  by  the  repro¬ 
duction  on  the  opposite  page  from  a  7jeitglocl{lein  printed  at  Basel 
in  1492. 

Borders  appeared  in  Horae  printed  in  England  by  Machlinia, 
Caxton,  and  Wynkyn  de  Worde  during  the  last  fifteen  years  of  the 
century,  but  they  were  crude  in  design  as  compared  with  the  excel¬ 
lent  French  work  of  the  period. 

Really  distinguished  book  decoration  is  observed  in  the  work  of 
Spanish  and  Portuguese  printers  of  the  fifteenth  century.  An  espe¬ 
cially  fine  one-piece  border  was  used  about  1487  at  Hijar  by  Alfonso 
Fernandez  de  Cordoba,  and  later,  with  Hebrew  initials  of  similar 
design,  in  Hebrew  books  printed  at  Lisbon  by  Rabbi  Elieser. 
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Borders  which  are  unmistakably  Spanish  in  design  were  used  at 
Valencia  in  1490  in  the  edition  of  Tirant  lo  blanch  printed  by 
Nicolaus  Spindeler.  This  border,  apparently  cut  on  metal,  was  in 


O 

DECORATIVE  BORDERS  IN  A  ZEITGLOCKLEIN,  BASEL,  I492. 


five  parts,  the  fifth  being  a  decorative  band  separating  the  two 
columns  of  text.  Coats  of  arms,  ably  rendered  in  woodcut,  are  also 
encountered  frequently  in  early  Spanish  printing. 


XIX 


Some  Special  Problems 


WHEN  the  earliest  printers,  trained  in  Mainz  or  else¬ 
where,  confidently  set  out  to  carry  their  wonderful  new 
craft  into  all  parts  of  Europe,  they  soon  discovered  that 
they  had  command  of  only  the  rudiments  of  printing.  So  long  as 
they  were  called  upon  to  print  only  books  in  Latin  or  in  the  ver¬ 
nacular  languages  of  western  Europe,  they  managed  very  well  with 
their  fonts  of  the  commonly  used  gothic  or  roman  types.  But  the 
widening  range  of  the  literature  presented  to  them  for  reproduction 
in  type  soon  demanded  of  them  the  cutting  of  types  for  other  and 
different  alphabets. 

Greek  was  the  classic  language  second  in  importance  to  Latin, 
and  even  in  the  works  of  the  standard  Latin  authors  there  were 
quotations  in  Greek.  But  Greek  had  an  alphabet  of  its  own  and 
could  not  be  represented  satisfactorily  with  roman  letters.  The  first 
printers  who  really  confronted  the  problem  of  supplying  Greek 
types  were  Sweynheym  and  Pannartz,  who  found  a  Greek  font 
necessary  for  their  edition  of  the  works  of  Lactantius,  completed  in 
1465.  Work  was  begun  on  this  book,  however,  before  the  Greek 
font  had  been  finished;  in  the  earlier  pages  of  it  there  are  only 
occasional  uses  of  Greek,  a  word  or  two  here  and  there;  for  the 
longer  Greek  passages,  blank  spaces  were  left  in  the  printed  text 
for  the  later  insertion  of  the  Greek  by  hand.  But  later  pages  show 
extensive  use  of  a  quite  presentable  face  of  Greek  type. 

A  page  of  the  Sweynheym  and  Pannartz  Lactantius  is  repro¬ 
duced  on  page  185.  The  Greek  characters  shown  there  are  western 
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rather  than  Hellenic,  but  they  have  the  feel  of  the  roman  letters 
with  which  they  were  used.  The  many  accents  were  added  by  hand. 

In  the  same  year,  1465,  Peter  Schoeffer  at  Mainz  also  made  some 
Greek  types  for  use  in  the  first  printed  edition  of  Cicero’s  De  officiis 
and  Paradoxa.  But  Schoeffer’s  Greek  characters  were  crude  and 
bungling,  evidently  designed  in  complete  ignorance  of  the  Greek 
language.  Only  ten  or  a  dozen  distinctively  Greek  letters  were  pro¬ 
vided,  the  rest  of  the  Greek  alphabet  being  eked  out  with  roman 
letters  which  were  thought  to  approximate  the  Greek  forms.  Even 
if  SchoefTer’s  attempt  at  Greek  type  should  be  found  actually  to 
antedate  the  Greek  font  of  Sweynheym  and  Pannartz,  the  credit 
would  still  rest  with  the  Subiaco  printers  for  the  earliest  successful 
use  of  Greek  in  printing. 

Some  fifteenth  century  printers  got  around  their  lack  of  Greek 
types  by  transliterating  Greek  in  roman  types.  Schoeffer  himself  did 
this  in  1470,  but  as  he  knew  no  Greek  he  simply  used  the  roman 
types  that  looked  to  him  most  like  the  Greek  letters  in  his  copy. 
The  results  were  truly  remarkable ! 

Nicolas  Jenson  in  1471  cut  a  beautifully  clear  and  legible  Greek 
font,  which  deserved  to  become  a  standard  for  future  designers,  as 
did  his  roman  letters.  A  derivative  of  this  Jenson  font  was  used  in 
the  first  book  of  which  the  text  was  entirely  in  Greek — an  edition 
of  the  pseudo-Homeric  Batrachomyomachia  (“Battle  of  the  Frogs 
and  Mice”),  which  was  printed,  presumably,  by  Thomas  Ferrandus 
at  Brescia  about  1474.  The  earliest  book  wholly  in  Greek  which  was 
dated  and  signed  by  its  printer  was  an  edition  of  the  Epitome ,  a 
grammar  by  Constantinus  Lascaris,  printed  at  Milan  by  Dionysius 
Paravisinus  in  1476.  A  page  of  this  volume  is  reproduced  on  page 
281.  The  type  shows  a  tendency  to  imitate  the  ligatures  and  contrac¬ 
tions  of  Greek  manuscripts  of  the  time — a  tendency  which  Jenson 
in  his  Greek  type  had  almost  entirely  disregarded.  The  font  of  the 
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Epitome  is  the  first  in  which  Greek  capital  letters  were  used,  but  the 
capitals  are  not  at  all  in  harmony  with  the  lower-case  letters. 

Aldus  Manutius,  at  Venice,  devoted  himself  especially  to  the 
publication  of  Greek  classics.  But  most  unfortunately  for  the  fame 
of  Greek  literature,  he  took  as  pattern  for  his  Greek  types  the  cursive 
handwriting  used  by  fifteenth-century  Greeks  in  Italy  for  correspon¬ 
dence  and  business.  But  it  must  have  been  inconceivably  difficult 
to  set — the  first  Greek  font  which  Aldus  used  is  said  to  have  con¬ 
tained,  with  its  innumerable  ligatures  and  contractions,  over  1,400 
sorts !  This  preposterous  number  was  soon  reduced,  but  the  sorts  in 
the  Greek  case  still  remained  high  in  the  hundreds.  In  spite  of  its 
cumbersomeness,  however,  the  cursive  Greek  introduced  by  Aldus 
became  the  typographic  norm,  with  the  result  that  one  of  the  most 
beautiful  of  all  the  world’s  languages  continued  to  appear  in  an 
almost  illegible  and  hideous  printed  form  for  some  two  hundred 
and  fifty  years. 

France,  Germany,  and  England  eventually  accepted  the  Aldine 
style  of  printing  Greek.  In  Spain,  however,  the  first  book  printed 
there  in  which  Greek  was  used — the  so-called  Complutensian  Poly¬ 
glot  New  Testament  printed  at  Alcala  by  Arnaldo  Guillen  de  Bro- 
car  in  1514 — shows  a  most  beautiful  Greek  font  modeled,  appar¬ 
ently,  on  a  manuscript  by  a  tenth-century  Greek  calligrapher.  In 
quite  recent  years  an  attempt  to  revive  this  type  was  made  by  Robert 
Proctor,  in  England,  in  a  font  which  was  used  for  printing  his 
edition  of  some  of  the  plays  of  Aeschylus,  published  in  1904,  just 
after  the  death  of  that  brilliant  young  editor  and  bibliographer. 

Any  possible  improvement  in  Greek  type  was  halted  when 
Francis  I,  king  of  France,  ordered  the  cutting  of  his  Royal  Greek 
type  for  editions  of  the  Greek  classics  to  be  printed  at  his  command 
by  the  Estiennes.  This  type,  first  used  in  1543,  was  cut  by  Claude 
Garamond  from  designs  by  Angelos  Verge tios,  a  distinguished 


PHMA  OPICTIKdN  €N6PrHTIK6N 
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A  PAGE  FROM  THE  EARLIEST  DATED  BOOK 
PRINTED  WHOLLY  IN  GREEK,  MILAN,  I476. 
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Greek  scholar.  It  was  a  technical  triumph  in  its  precision  of  execu¬ 
tion,  but  it  followed  the  Aldine  tradition;  a  font  used  by  Robert 
Estienne  contained  430  sorts,  of  which  367  were  ligatures  and 
contractions. 

The  Royal  Greek  became  all  the  style  and  delayed  the  develop¬ 
ment  of  Greek  printing  for  another  two  centuries.  The  shackles  of 
its  oppressive  tradition  were  not  loosened  until  1756,  when  Robert 
and  Andrew  Foulis,  at  Glasgow,  produced  an  edition  of  the  epics 
of  Homer  with  a  type  designed  by  Alexander  Wilson,  in  which  the 
Greek  language  could  move  with  something  of  its  native  grace  and 
power.  But  not  until  1826,  when  the  Cambridge  University  Press 
adopted  the  Porson  Greek  designed  by  Richard  Porson,  was  the  last 
of  the  Aldine  peculiarities  removed  from  the  printing  of  Greek. 

Hebrew,  which  also  called  for  the  cutting  of  another  alphabet, 
was  a  living  language  in  the  fifteenth  century.  The  earliest  use  of 
Hebrew  type  was  probably  in  the  first  volume  of  Jacob  ben  Asher’s 
Arba  Turim,  printed  at  Piove  di  Sacco,  near  Venice,  by  Meschullam 
Cusi  about  1474.  The  fourth  and  last  volume  of  this  work  was  com¬ 
pleted  on  July  3, 1475.  In  the  meantime  Abraham  Gorton,  at  Reggio 
di  Calabria,  had  completed  the  printing  of  Solomon  ben  Isaac’s 
Perusch  ha  tora  (a  commentary  on  the  Pentateuch)  in  February, 
1475.  But  the  first  volume  of  the  Arba  Turim  had  undoubtedly  been 
finished  earlier. 

Soncino  and  Venice,  in  Italy,  became  important  centers  of  fif¬ 
teenth-century  Hebrew  printing,  but  the  production  of  Hebrew 
works  was  also  an  outstanding  feature  of  the  early  press  of  Spain 
and  Portugal,  where  not  a  few  of  the  fifteenth-century  printers  were 
themselves  Jews. 

While  Hebrew  scholars  have  never  been  completely  satisfied  with 
the  typographic  rendering  of  their  distinctive  alphabet,  it  at  least 
escaped  the  fate  of  Greek  and  has  remained,  at  the  hands  of  all  type 
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designers  who  have  essayed  Hebrew  fonts,  reasonably  simple  and 
therefore  legible. 

But  the  providing  of  type  for  unfamiliar  alphabets  was  among 
the  least  of  the  early  printer’s  difficulties.  His  training  included  the 
art  of  preparing  punches  and  striking  matrices,  so  that,  if  he  could 
procure  the  necessary  materials  and  a  satisfactory  specimen  of  the 
required  alphabet  from  which  to  make  his  type  designs,  he  could 
provide  himself  in  time  with  the  requisite  types.  Of  course,  the  best 
results  with  Greek  or  Hebrew  types  could  be  attained  only  by  type 
designers  who  knew  those  languages.  In  this  connection  it  is  im¬ 
portant  to  note  that  many  of  the  early  printers  were  university  men 
and  scholars  and  that  types  for  Hebrew  and  Greek  were  first  cut 
successfully  by  learned  Jews  and  Greeks,  or  under  their  direction. 

A  greater  problem  was  presented  by  the  printing  of  books  on 
mathematics.  Even  with  all  the  facilities  of  today,  the  type  composi¬ 
tion  of  mathematical  works  is  a  job  for  printing  plants  with  special 
type  equipment  and  with  compositors  experienced  in  that  sort  of 
work.  For  the  early  printers,  even  with  the  relatively  simple  notation 
of  fifteenth-century  mathematics,  books  in  this  field  were  severe 
tests  of  their  ingenuity,  and  for  that  reason  the  number  of  such 
books  is  relatively  small. 

The  Elements  of  Geometry  of  Euclid,  a  Greek  mathematician 
who  lived  at  Alexandria  about  300  b.c.,  was  in  liveliest  demand 
among  fifteenth-century  scholars,  who  had  for  the  most  part  to  be 
satisfied  with  manuscript  copies.  The  first  printed  edition  of  the 
Elements  appeared  at  Venice  in  May,  1482,  from  the  press  of 
Erhard  Ratdolt,  the  first  printer  to  solve  the  problem  of  producing 
mathematical  diagrams  typographically.  The  result  of  Ratdolt’s 
efforts  was  not  only  successful,  but  brilliant.  The  book  was  adequate 
mathematically  and  it  was  a  thing  of  beauty  as  well,  thanks  to  the 
characteristic  borders  and  initials  which  this  distinguished  typo- 
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graphic  innovator  introduced.  A  page  of  this  important  mathemati¬ 
cal  and  typographical  monument  is  reproduced  on  page  285. 

Ratdolt,  however,  left  no  clue  to  his  method  of  making  the 
geometrical  diagrams  which  occur  in  profusion  throughout  the  book, 
and  to  this  day  there  are  differences  of  opinion  as  to  the  printing 
elements  with  which  these  diagrams  were  produced.  Gilbert  Red¬ 
grave,  in  his  standard  monograph  of  Ratdolt,  held  that  the  printer 
used  in  this  work  upwards  of  420  different  woodcuts,  not  counting 
about  two  hundred  diagrams  which  might  have  been  made  with 
metal  rules.  De  Morgan,  on  the  other  hand,  expresses  the  belief 
that  “though  at  first  sight  they  seem  to  be  woodcuts,  yet  a  closer 
inspection  makes  it  seem  probable  that  they  were  produced  from 
metal  lines.” 

I  incline  to  the  latter  view,  believing  that  an  ingenious  and 
patient  craftsman  could  achieve  the  result  by  bending  or  fitting 
metal  rules  and  filling  in  the  spaces  with  molten  lead.  The  inclusion 
in  the  diagrams  of  words  set  in  type,  inside  of  circles  and  other 
figures,  would  be  relatively  easy  by  this  method,  but  exceedingly 
difficult,  if  not  impossible,  if  woodcuts  had  to  be  mortised  to  hold 
the  short  lines  of  type. 

Although  we  credit  Ratdolt  with  the  first  successful  solution  of 
the  problem  of  geometric  diagrams  in  a  printed  book,  it  must  be 
added,  in  fairness  to  a  less  distinguished  craftsman,  that  similar 
diagrams  had  been  printed  in  1481  or  1482  at  Milan  by  Petrus  of 
Corneno,  but  in  a  far  less  celebrated  book,  the  Perspectiua  communis 
by  Archbishop  Peckham. 

Another  typographic  problem  which  long  baffled  the  early  crafts¬ 
men  was  the  printing  of  music.  In  the  Middle  Ages,  music  had  a 
definite  place  in  the  scheme  of  education.  It  was  included  among 
the  seven  sciences  and  also  among  the  seven  liberal  arts  and  was 
closely  allied,  in  medieval  theory,  with  mathematics.  The  literature 
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A  PAGE  FROM  RATDOLT’s  EUCLID,  VENICE,  1482, 
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of  the  fifteenth  century  included  a  number  of  works  on  musical 
theory.  But  music  was  also  a  practical  part  of  the  life  of  those  times. 
It  held  a  fixed  place  in  the  services  of  the  church,  and  there  was 
demand  for  service  books  containing  the  musical  notation  of  the 
plainsong  and  chants  used  with  the  church  rituals. 

But  the  printing  of  musical  notation  was  indeed  a  problem  for 
the  early  printers.  It  involved  printing  the  lines  of  the  staff  and  of 
the  variously  shaped  symbols  for  notes  accurately  placed  upon  those 
lines — a  much  more  difficult  matter  than  the  setting  of  straight  text 
in  movable  types  or  even  than  constructing  geometric  diagrams 
with  pieces  of  metal  rule.  At  first,  the  difficulty  was  simply  avoided 
by  leaving  blank  spaces  on  the  page,  to  be  filled  in  by  hand  with  the 
lines  and  notes,  as  in  the  famous  Fust  and  Schoeffer  Psalter  of  1457. 

An  obvious  solution  of  the  problem  was  to  have  the  musical  nota¬ 
tion  cut  on  a  block  of  wood  (or  metal)  which  was  inserted  in  the 
form  and  printed  with  the  type,  as  was  done  with  the  Music es 
opusculum  of  Burtius,  printed  at  Bologna  in  1487.  A  number  of 
musical  incunabula  show  the  use  of  this  method.  Another  attempt  at 
a  solution  was  to  print  accurately  spaced  and  positioned  black 
squares  representing  the  notes,  leaving  it  to  the  rubricator,  or  the 
purchaser  of  the  book,  to  draw  in  the  staff  lines. 

A  method  which  was  found  still  more  satisfactory  in  liturgical 
books  was  to  print  only  the  staff  lines.  The  purchaser  was  then  free 
to  supply  the  notes  of  the  particular  chants  preferred  in  the  ecclesias¬ 
tical  center  for  which  the  book  was  bought.  This  left  opportunity 
for  the  expression  of  a  local  choice  in  church  music,  but  poor  pen¬ 
manship  and  carelessness  in  writing  in  the  notes  often  resulted  in 
marring  an  otherwise  handsome  service  book. 

Ingenious  craftsmen  next  turned  to  printing  the  notes  in  black, 
together  with  the  words  of  the  text,  and  then  supplying  the  staff 
lines,  often  in  red,  by  giving  the  sheets  a  second  impression.  The 


A  PAGE  FROM  THE  MUSICES  OPUSCULUM,  THE 
EARLIEST  BOOK  CONTAINING  MUSIC  PRINTED  FROM 
BLOCKS,  BOLOGNA,  1487. 
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first  printer  to  use  this  method  was  Ulrich  Han,  or  Hahn,  who 
printed  a  missal  for  the  Roman  curia  in  October,  1476,  in  which  the 
musical  notation  was  quite  successfully  achieved  by  two  impressions. 
In  his  colophon  to  this  book  the  printer  emphasized  the  fact  that 
music  had  never  before  been  printed  in  that  manner. 

For  the  relatively  simple  chants  and  plainsong  of  the  church 
service  this  method  of  two  impressions  served  satisfactorily,  but  for 
the  more  complicated  notations  of  polyphonic  choral  works  the 
printers  long  preferred  woodcuts  to  the  difficult  process  of  setting 
the  music  with  type  elements.  The  most  successful  attempt  of  any 
early  printer  to  print  mensural  music  in  two  impressions  was  made 
by  Ottaviano  dei  Petrucci  da  Fossombrone.  His  Harmonice  musices 
odhecaton,  printed  at  Venice  in  1501,  was  so  outstandingly  success¬ 
ful,  in  its  precision  of  register  and  in  its  graceful,  dainty  note  forms, 
that  this  artisan  has  been  generally  hailed  as  the  real  inventor  of  the 
printing  of  music  with  movable  types. 

Such  works  as  hymn  books  and  popular  songbooks,  in  which 
letterpress  text  accompanies  the  music,  are  still  printed  today  with  a 
special  case  containing  about  460  sorts  or  type  elements  for  the 
musical  notation.  But  most  sheet  music  and  instrumental  music  is 
now  printed  by  a  lithographic  or  offset  process.  Musical  notation, 
however,  has  not  kept  pace  with  typographic  advances  in  other  direc¬ 
tions.  Its  forms  are  rigidly  cast  in  a  very  few  slightly  different  pat¬ 
terns  which  afford  almost  no  flexibility  to  fit  the  kind  of  musical 
theme  presented.  To  the  music  printer  there  is  practically  no  differ¬ 
ence,  so  far  as  the  form  of  the  printed  representation  is  concerned, 
between  a  Beethoven  sonata  and  the  latest  product  of  Tin-Pan  Alley. 

Desultory  efforts  at  improvement  in  this  respect  have  been  made, 
but  typographers  generally  seem  to  consider  the  printing  of  music 
as  foreign  to  their  concerns.  Hence  they  have  given  little  attention 
to  the  demands  of  musicians  for  a  better  style  of  printing  music. 


XX 


Printers  Marks 


SOON  after  the  invention  of  printing,  the  custom  arose  among 
printers  of  using,  under  the  printed  statement  of  their  part  in 
the  making  of  a  book,  a  cut  displaying  a  personal  emblem 
or  device,  symbolic  of  the  printing  craft,  or  of  the  printer’s  name 
or  ancestry.  To  a  limited  extent,  this  custom  still  prevails,  although 
it  is  more  often  the  publisher  rather  than  the  printer  who  now  puts 
his  device  on  the  title  pages  of  his  books. 

The  use  of  distinctive  marks  to  identify  the  ownership  of  mov¬ 
able  property  goes  back  to  remote  antiquity — even  to  prehistoric 
times.  In  Europe  the  marks  of  merchants  on  their  bales  and  pack¬ 
ages  of  goods  were  common  in  the  thirteenth  century  and  probably 
earlier.  From  a  mark  or  device  to  identify  ownership  it  was  an  easy 
transition  to  the  trade-mark,  which  was  used  to  identify  the  source 
of  a  product  handled  as  an  article  of  merchandise.  It  seems  clear  that 
it  was  the  idea  of  a  trade-mark  that  the  printers  adopted. 

It  is  significant  that  practically  no  manuscript  books  ever  bore 
producers’  marks  indicative  of  their  origin,  though  some  have  been 
found  with  devices  indicative  of  ownership,  serving  the  same  pur¬ 
pose  as  our  more  modern  bookplates.  In  adopting  the  idea  of  the 
trade-mark,  therefore,  the  early  printers  recognized  that  the  books 
which  they  produced  were  different  from  the  books  made  by  scribes. 
Printed  books  were  thus  early  identified  as  articles  of  commerce, 
moving  in  the  channels  of  trade. 

The  earliest  known  printer’s  mark  was  the  well-known  double 
shield  of  Fust  and  Schoeffer.  This  first  appeared  in  1457,  but  strange 
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to  relate,  it  has  been  found  in  only  one  of  the  surviving  copies  of 
the  famous  Psalter  of  that  year — the  copy  in  the  national  library  at 
Vienna.  Why  the  printers  did  not  use  it  in  all  the  copies  they  printed 
is  one  of  bibliography’s  baffling  little  riddles.  The  device  was  next 
used  in  the  Fust  and  Schoeffer  Bible  of  1462. 


\s>)l 


tfe  fjalmoti  tofcg'lmu&att  rapitaliu  betoa# 
!&ubriratiotubuf$  fuSmmttr  biQindue, 
^binufuont  amfirofa  impmtnbi  at  rara  to'^anbi* 
abf®  talamiuUa  egararane  fir  tffigtatue,®  ab  rule 
hi  arntei  tnbufltie  ^  ofummama,  jBrr  ?o|fm  full 
tour  ntagutinu'6t  pctnl  ^rfpffcc  be  irruff  ^int, 
Jlnno  bni  <EgiMo»rcrc4uij  »|nxilgfta  JlTuproia, 


COLOPHON,  WITH  PRINTER’S  MARK,  OF  THE  FUST  AND  SCHOEFFER  PSALTER  OF  1457* 

This  earliest  of  printers’  marks — which,  incidentally,  has  been 
adopted  as  the  emblem  of  the  Printing  House  Craftsmen  of  Amer¬ 
ica — consists  of  two  shields  hanging  from  a  branch.  On  the  shields 
are  representations  of  some  indeterminate  angular  objects  with  the 
addition  of  three  stars  on  the  right-hand  shield.  Some  authorities 
have  described  the  objects  on  the  shields  as  printers’  rules,  but  Hugh 
William  Davies  considers  this  description  of  them  very  doubtful, 
though  conceding  it  as  just  possible  that  one  or  the  other  of  them 
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resembles  some  tool  used  by  typefounders.  It  is  more  likely,  in  his 
opinion,  that  the  odd-looking  objects  were  derived  in  the  first  place 
from  early  German  house  marks. 

The  device  of  two  shields  hanging  from  a  branch  became  popu¬ 
lar  among  the  early  printers.  The  Fust  and  Schoeffer  mark  was  quite 
boldly  counterfeited  in  a  tract  printed  at  Rome  about  1470  in  the 
types  of  Ulrich  Han.  Other  printers,  however,  while  using  the 
theme  of  the  two  shields,  put  different  emblems  on  them,  as,  for 
example,  Jan  Veldener,  reputed  to  be  the  first  printer  to  use  a  trade¬ 
mark  in  the  Netherlands,  at  Lou¬ 
vain  in  1475.  Still  other  printers 
used  a  single  pendent  shield. 

The  symbolism  of  the  emblems 
used  by  the  early  printers  falls  into 
a  number  of  classifications.  Many 
of  them  are  imitations  of  armorial 
bearings,  such  as  the  devices  using 
the  theme  of  the  shield  or  shields. 

Knighthood  was  still  in  flower  at  the  time,  and  many  a  printer 
“made  up”  for  himself  a  pseudo  coat  of  arms,  though  of  doubtful 
heraldic  validity.  Here  and  there,  however,  a  printer  was  actually 
entitled  to  display  armorial  bearings.  Thus  Richard  Pynson,  in  Eng¬ 
land,  on  receiving  a  royal  appointment  as  king’s  printer  became 
ex  officio,  so  to  speak,  an  esquire  and  therefore  entitled  to  bear 
arms.  A  reproduction  of  his  armorial  device  adorned  his  printing 
from  1509  to  1526. 

Another  numerous  classification  of  printers’  marks  used  pictorial 
representations  of  the  printers’  names.  Thus  the  device  of  Richard 
Pynson,  just  mentioned,  displayed  three  birds  which  are  interpreted 
as  being  “pinsons,”  or  chaffinches.  Gilles  Couteau  displayed  a  num¬ 
ber  of  knives  in  his  device.  The  mark  of  Michel  Le  Noir,  in  1500, 


THE  printer’s  MARK  OF  JAN  VEL¬ 
DENER,  LOUVAIN,  I475. 
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shows  the  head  of  a  negro  heraldically  supported  by  two  negresses ; 
those  of  Denis  Roce,  or  Rosse,  of  Paris,  and  of  Germain  Rose,  of 
Lyons,  use  a  rose ;  the  two  Maillets,  also  of  Lyons,  exhibited  a  mallet 
in  the  center  of  their  shield.  The  family  of  Sebastien  Gryphe,  of 
Lyons,  used  a  griffin  in  a  number  of  different  emblems.  J.  du  Moulin, 
of  Rouen,  as  we  might  expect,  adopted  a  mill  as  his  symbol,  and  so 
did  Androw  Myllar,  die  first  printer  of  Scotland.  The  mark  of 

P.  Chandelier,  of  Caen,  showed  a  can¬ 
dlestick,  while  Adam  du  Mont  made 
use  of  die  figures  of  Adam  and  Eve 
at  the  tree  of  forbidden  fruit.  Others 
of  these  so-called  “punning”  devices 
will  be  mentioned  later,  and  refer¬ 
ences  to  diem  could  be  multiplied. 

Hugely  popular  among  early 
printers  was  the  orb-and-cross  de¬ 
sign — the  type  of  emblem  made 
familiar  in  modern  times  by  the  label 
on  the  end  of  the  carton  containing 
soda  biscuits  of  a  well-known  brand. 
It  was  the  basis  of  the  mark  of  the 
partnership  of  John  of  Cologne, 
Nicolas  Jenson  and  Company,  at  Venice.  Roberts  showed  in  one 
plate,  reproduced  on  the  opposite  page,  thirty  marks  with  this 
underlying  motif,  thus  illustrating  the  persistence  of  the  idea  and 
the  variety  of  its  expression. 

The  exact  significance  of  the  symbolism  in  the  orb  and  cross  has 
never  been  satisfactorily  determined.  But  Davies  is  perhaps  on  the 
right  track  when  he  traces  the  design  in  its  primitive  forms  to  the 
symbols  in  pagan  times  of  the  Roman  divinity  Mercury  (the  Greek 
Hermes),  patron  of  merchants.  But  Paul  Delalain  thought  the  orb 


THE  printer’s  MARK  OF  GILLES 
COUTEAU. 
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and  cross  implied  the  connection  of  the  printer  with  some  religious 
order.  There  may  have  been  such  a  connection  in  some  instances, 
but  in  a  great  many  cases  pure  imitation  was  probably  the  sole 
explanation  of  the  use  of  the  orb  and  cross  in  printers’  marks. 


SOME  VARIANTS  OF  THE  ORB-AND-CROSS  SYMBOL  IN  PRINTERS’  MARKS. 


A  special  class  of  printers’  marks,  of  unusual  historical  interest, 
is  made  up  of  those  which  depict  the  printing  press  or  printing  im¬ 
plements.  The  best-known  example  of  a  press  so  used  was  the  mark 
of  Josse  Bade,  better  known  by  his  latinized  name,  Jodocus  Badius 
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Ascensius,  first  of  Lyons  and  later  of  Paris.  This  mark  first  appeared 
in  1507.  A  revised  form  of  it,  which  is  reproduced  on  page  236, 
appeared  on  the  title  page  of  a  book  issued  in  1520.  In  its  amended 
form,  the  compositor’s  stick  is  changed  from  the  right  hand  to  the 
left  hand,  the  press  shows  an  improved  construction  and  greater 
strength,  and  the  seated  figure  is  that  of  a  woman  instead  of  a  man. 

Other  sources  of  symbolism  were  myriad.  Animals  were  intro¬ 
duced  in  some  devices,  also  birds,  serpents,  fish,  trees,  and  flowers, 
as  well  as  a  variety  of  human  figures.  Some  of  the  devices  tended  to 
become  elaborately  pictorial.  Altogether,  some  fifteen  hundred  fif¬ 
teenth-century  printers’  marks  have  been  depicted  or  described.  In 
the  space  here  available,  we  are  able  to  discuss  only  a  few  individual 
marks  of  interest. 

A  device  of  great  interest  to  Anglo-Saxons  is,  quite  naturally, 
that  used  by  William  Caxton,  the  first  printer  in  England,  here 
reproduced  in  full  size.  The  device  is  rather  cryptic,  and  the  author¬ 
ities  on  Caxton  have  been  hard  put  to  it  in  their  attempts  to  explain 
the  significance  of  its  elements.  William  Blades,  the  biographer  of 
Caxton,  accepted  the  usual  interpretation  of  the  central  lettering  as 
“W74C,”  the  figures  (note  the  archaic  form  of  the  figure  4)  stand¬ 
ing  for  the  year  1474.  It  has  been  urged  by  some  that  this  refers  to 
the  date  of  the  introduction  of  printing  into  England.  But  this  con¬ 
tention  is  obviously  impossible,  as  the  “Chess”  book  was  printed  by 
Caxton  at  Bruges,  on  the  Continent,  in  1476,  and  the  first  printing 
office  on  English  soil  was  not  established  until  late  in  that  same 
year.  Roberts  considered  it  probable  that  the  date  is  that  of  some 
epochal  event  in  the  printer’s  life,  and  this  appears  to  be  a  not  unrea¬ 
sonable  conjecture.  At  the  lower  left  and  upper  right  of  the  design 
are  two  other  symbols  which  Madden  reads  as  “S”  and  “C”  and 
interprets  as  standing  for  “Sancta  Colonia,”  the  city  of  Cologne, 
possibly  indicating  that  the  epochal  event,  whatever  it  may  have 
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been,  occurred  when  the  printer  was  in  that  city  in  1474.  On  the 
other  hand,  Davies  suggests  that  the  central  emblem  may  not  be  in- 


WILLIAM  CAXTON’s  PRINTER^  MARK. 


tended  for  numerals  at  all,  but  is  merely  a  merchant’s  mark.  He  also 
thinks  the  supposed  “S”  and  “C”  can  be  no  more  than  ornaments. 
Curiously  enough,  Caxton’s  device  did  not  make  its  first  appearance 
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until  1487,  a  considerable  time  after  printing  had  been  brought  to 
England.  Ten  years  after  Caxton  was  established  in  what  is  now 
a  part  of  London,  he  wished  to  print  a  Sarum  missal — that  is,  a 
missal  following  the  usage  of  the  Salisbury  diocese.  As  he  did  not 
have  suitable  types  available,  he  sent  the  job  to  Guillaume  Maynyal 
at  Paris  for  printing,  with  the  distinct  understanding  that  the 

French  craftsman  print  the  book  at  the  ex¬ 
pense  of  William  Caxton,  of  London.  When 
the  printed  sheets,  which  were  undoubtedly 
shipped  flat,  were  received  at  Westminster, 
Caxton  printed  on  the  last  page,  which  hap¬ 
pened  to  be  blank,  his  strikingly  bold  device, 
which  was  here  used  for  the  first  time.  It  is 
thought  that  the  English  printer  had  it  en¬ 
graved  especially  for  this  purpose,  in  order 
to  emphasize  his  own  part  in  the  publication 
of  the  book.  Only  one  imperfect  copy  of  this 
Sarum  missal  is  known  to  exist. 

Caxton’s  mark  is  here  mentioned  first 
because  of  his  primacy  in  the  history  of  Eng¬ 
lish  printing.  The  first  printer’s  mark  to  be 
used  in  England,  however,  appeared  in  two 
of  the  books  issuing  from  the  anonymous 
press  at  Saint  Albans.  This  mark,  which  is 
here  reproduced,  is  one  of  the  many  variants  of  the  orb-and-cross 
theme,  with  a  shield  bearing  the  Saint  Andrew’s  cross  displayed 
within  the  circle.  This  was  printed  in  red  in  the  Chronicles  of  Eng¬ 
land  in  1483  and  also  appeared  in  the  Boo\  of  Haw\ing,  dated  i486. 
Davies  suggests  that  the  mark  was  probably  of  foreign  origin. 

Wynkyn  de  Worde,  a  native  of  Lorraine,  who  was  Caxton’s  suc¬ 
cessor,  evidently  had  a  distinct  flair  for  printers’  marks,  for  he  made 


THE  SAINT  ALBANS 
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use  of  no  fewer  than  nine.  This  rather  unusual  diversity  in  trade¬ 
marks  would  seem  almost  to  defeat  their  very  purpose.  The  earliest 
of  the  nine  much  resembles  Cax- 
ton’s,  with  whose  mark  it  is  some¬ 
times  confused,  differing  only  in 
that  it  is  smaller,  has  a  different 
border,  and  a  flourish  inserted 
above  and  below  the  lettering. 

The  second  is  an  elongated  varia¬ 
tion  of  the  first,  with  the  name 
Wynkyn  de  Worde  in  a  narrow 
white  space  beneath  the  device. 

Richard  Pynson,  who  worked 

at  London  during  the  last  of  the  fifteenth  and  the  first  quarter  of 

the  sixteenth  centuries,  used  six 
marks,  five  of  which,  however,  were 
very  similar.  His  title  to  heraldic 
bearings  and  the  nature  of  his  device 
have  already  been  mentioned.  Rich¬ 
ard  Fawkes,  another  English  printer 
of  the  early  sixteenth  century,  used  a 
mark  which  showed  distinctly  French 
influence.  Richard  Grafton,  an  author 
and  scholar  as  well  as  a  printer,  who 
worked  during  the  middle  years  of 
the  sixteenth  century,  used  but  one 
mark.  It  was  one  of  the  “punning” 
devices,  indicating  Grafton’s  own 
name  by  a  tree  grafted  on  a  hogshead,  or  “tun.”  The  same  kind  of 
an  allusion  was  borrowed  and  used  by  William  Myddleton,  in  whose 
mark  a  tun  appears  in  the  middle  ground  of  a  shield. 


MARK  OF  JOHN  SIBERCH,  CAM¬ 
BRIDGE,  ENGLAND,  I52I. 
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From  a  purely  graphic  point  of  view  the  best  of  the  early  Eng¬ 
lish  printers’  marks  was  one  of  the  two  used  by  John  Siberch,  the 
first  Cambridge  printer.  It  appeared  in  his  first  book,  Galen’s  De 
temper amentis,  about  1521,  and  is  reproduced  on  page  297. 


THE  “wild  man”  OF  REINHARD  BECK,  STRASBOURG. 


Finally,  mention  may  be  made  here  of  the  mark  of  that  press 
which  has  rendered  so  great  a  service  to  English  letters,  learning, 
and  typography — the  Oxford  University  Press.  This  device  has 
passed  through  several  forms,  but  it  was  derived  originally  from  the 
mark  used  by  John  Scolar,  printer  to  the  university  in  the  year  1518. 
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Only  a  few  of  the  more  interesting  marks  used  by  German 
printers  can  be  noted  here.  One  of  the  most  fascinating  of  the  early 
German  marks  depicts  “ein  wilder  Mann”  leaning  on  a  shield  which 
bears  the  initials  of  Reinhard  Beck,  a  Strasbourg  printer  of  the  early 
sixteenth  century.  Although  “wild,”  the  old  fellow  shown  in  the 
reproduction  appears  to  be  rather  attractively  good-natured.  This 
mark,  reproduced  on  the  opposite  page,  with  its  trees  and  animals, 
also  shows  the  tendency  of  some 
printers’  marks  to  become  pictorial. 

A  novel  motif  chosen  by  Valen¬ 
tin  Kobian,  who  printed  at  Hage- 
nau  in  the  second  quarter  of  the 
sixteenth  century,  was  a  peacock 
with  one  foot  on  a  cock  and  the 
other  on  a  crouching  lion,  perhaps 
symbolical  of  beauty  triumphant 
over  belligerency  and  force. 

A  very  handsome  mark  was 
used  by  Matthias  Schiirer  in  Stras¬ 
bourg  in  the  early  years  of  the  six¬ 
teenth  century.  If  I  may  be  per¬ 
mitted  a  digression,  I  would  remark 
that  I  have  a  soft  spot  in  my  heart  for  this  printer,  because  he  was 
the  first,  to  my  knowledge,  to  make  use  of  quotation  marks,  and 
quotation  marks  are  among  the  minutiae  of  typography  the  history 
of  which  I  have  been  studying  off  and  on  for  a  number  of  years 
past.  Some  day,  if  I  am  spared  from  the  various  hazards  to  which 
a  typographer  is  exposed,  I  shall  yet  perpetrate  a  book  of  several 
hundred  pages  entirely  devoted  to  quotation  marks,  their  origin 
and  their  development. 

Sixtus  Riessinger  was  the  first  printer  at  Rome  to  adopt  an  em- 


ANTONIO  BLADOS  MARK,  SHOWING 
MOTH  AND  FLAME,  ROME,  1548. 
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blem.  A  handsome  printer’s  mark  used  in  Palatino’s  treatise  on  cal¬ 
ligraphy,  printed  by  Antonio  Blado  at  Rome  in  1548,  is  here  shown. 

The  Italian  printer  whose  mark  is  of  the  greatest  interest  to  book 
lovers  is,  of  course,  Aldus  Manutius,  who  began  his  work  at  Venice 
in  1494.  Not  until  1502  did  he  adopt  a  mark — the  famous  Aldine 
anchor  and  dolphin.  This  mark  first  appeared  in  a  volume  of  the 
works  of  Sedulius  and  other  Christian  poets  in  June,  1502.  A  few 
months  later  it  was  used  in  Le  terze  rime  di  Dante  of  August,  1502, 
a  duodecimo,  the  first  edition  of  this  classic  of  Italian  literature  in 
conveniently  portable  form. 

With  slight  variations  this  mark  was  used  by  the  Aldus  family 
until  1546.  From  that  date  until  1554  the  family  usually  surrounded 
the  anchor  with  an  embellishment  made  up  of  cornucopias,  cupids, 
and  the  like,  approximately  square  in  contour.  From  1555  to  1574 
the  decorative  frame  was  oval,  and  from  1575  to  1581  the  anchor 
was  almost  submerged  in  a  coat  of  arms  granted  to  the  family  by 
the  Emperor  Maximilian. 

Another  famous  family  of  early  Italian  printers  was  that  which 
bore  the  name  of  Giunta,  members  of  which  were  printing  at  Flor¬ 
ence  and  Venice  from  1480  to  1598.  In  all  their  marks  a  lily  has  a 
place  of  more  or  less  prominence.  The  mark  of  Lucantonio  Giunta 
is  perhaps  the  best  known.  Lucantonio,  who  was  an  engraver  of 
merit  as  well  as  a  printer,  was  responsible  for  many  of  the  engrav¬ 
ings  with  which  his  books  were  illustrated,  and  it  is  probable  that 
he  engraved  his  own  mark. 

Berthold  Rembolt,  successor  to  Ulrich  Gering  who  was  one  of 
the  three  pioneers  who  jointly  introduced  the  art  of  printing  into 
the  French  capital,  is  believed  to  have  been  the  first  to  use  a  printer’s 
mark  in  Paris.  He  is  known  to  have  used  four  different  marks,  the 
later  ones  showing  a  variant  of  the  familiar  orb  and  cross.  The 
marks  of  the  French  fifteenth-century  printers  soon  came  to  be  quite 
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elaborate  and  probably  surpassed  in  beauty  those  used  by  printers  in 
other  countries  during  the  same  period.  A  typical  one  is  that  adopted 
by  Philippe  Pigouchet,  justly  celebrated  for  the  beautiful  books  of 
hours  that  he  produced.  Another  mark  of  much  charm,  which  may 
possibly  have  been  drawn  by  Geofroy  Tory,  is  that  of  Simon  de 
Colines,  who  was  likewise  a  major  contributor  to  the  renown  of 
French  printing. 

One  form  of  the  olive-tree  mark  of  Robert  Estienne  had  refer¬ 
ence  to  the  address  of  his  shop,  “At  the  Sign  of  the  Olive.”  A  num¬ 
ber  of  other  members  of  this  famous  family  of  printers  made  use  of 
variations  of  the  olive-tree  mark.  A  different  mark  associated  with 
the  name  of  Robert  Estienne  is  that  of  the  serpent  on  a  rod  inter¬ 
twined  with  the  stem  of  a  climbing  plant.  This  mark,  however,  was 
that  of  the  “Printers  of  Greek  to  the  King.”  Estienne  was  the  first 
printer  holding  this  office  to  make  use  of  it,  the  mark  not  appearing 
on  any  books  printed  by  Conrad  Neobar,  his  predecessor.  From 
Robert  Estienne  the  serpent  mark  passed  in  succession  to  Charles 
Estienne  in  1551,  Adrien  Turnebe  in  1553,  Guillaume  Morel  in 
1554,  Morel’s  widow  in  1564,  Jean  Bienne  in  1565,  Federic  Morel  I 
in  1577,  and  finally  to  Federic  Morel  II  in  1581. 

Jumping  to  the  end  of  the  sixteenth  century,  we  find  a  fascinating 
mark  used  then  at  Paris  by  Sebastian  Nivelle,  who,  at  the  time  of  his 
death  at  the  age  of  eighty,  was  the  dean  of  the  typographic  craft  in 
that  city.  His  shop,  as  we  might  expect,  was  in  the  Rue  St.  Jacques, 
“At  the  Sign  of  the  Two  Storks.”  This  sign  inspired  Nivelle’s 
mark,  in  which  the  corner  medallions  depicted  scenes  of  filial  piety. 

Among  the  earliest  printers’  marks  to  appear  in  the  Low  Coun¬ 
tries  was  that  used  by  Jan  Veldener,  reproduced  on  page  291.  Vel- 
dener  printed  in  a  number  of  Dutch  cities  between  the  years  1475 
and  1484.  The  design  of  the  two  shields  dependent  from  a  branch  is 
strongly  reminiscent  of  the  earliest  of  all  printers’  marks,  that  used 
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by  Fust  and  Schoeffer  at  Mainz.  Thierry  Martens,  one  of  the  first 
printers  of  Alost,  used  a  four-pronged  anchor  as  his  emblem.  Colard 
Mansion,  who  was  William  Caxton’s  associate  at  Bruges,  used  a 
single  shield  dependent  from  a  bough.  Jacob  Bellaert  at  Haarlem, 


A  FORM  OF  CHRISTOPHER  PLANTING  DEVICE,  ANTWERP. 


1483-1486,  used  a  handsome  device  showing  a  griffin  bearing  a 
blank  shield  displayed  between  two  columns,  the  tops  of  which 
merge  into  an  intricate  ribbon  pattern  supporting  the  arms  of  Haar¬ 
lem.  This  was  the  handiwork  of  Jacob  Cornelis,  one  of  the  out¬ 
standing  Dutch  wood  engravers  of  the  fifteenth  century. 

Christopher  Plantin,  the  celebrated  printer  of  Antwerp,  whose 


PRINTERS’  MARKS 


3°3 

life  was  full  of  vicissitudes,  took  as  his  printer’s  device  a  compass 
describing  a  circle  and  guided  by  a  hand  emerging  from  a  cloud, 
as  shown  on  the  opposite  page.  The  device  bore  the  motto  Lahore  et 
Constancia  (By  Labor  and  Constancy);  and  if  ever  a  motto  epito¬ 
mized  a  man’s  life,  this  one  expressed  the  life  of  Plantin. 

The  members  of  the  Elzevir  family  used  five  different  emblems 
of  importance.  Louis,  the  first  of  the  family,  used  an  eagle  with  a 
quiver  of  arrows  together  with  a  motto  and  the  date  1595.  The 
younger  Louis  continued  this  emblem  with  certain  changes,  and 
Isaac,  the  grandson,  likewise  used  it,  although  he  also  adopted  a  new 
device,  referred  to  as  the  “sage,”  or  “hermit,”  who  is  depicted  stand¬ 
ing  beneath  the  branches  of  a  tree.  The  third  Elzevir  mark  consisted 
of  a  palm  tree  bearing  the  motto  Assurgo  pressa,  which  was  a 
device  previously  used  by  Erpenius,  the  professor  of  Oriental  lan¬ 
guages  at  the  University  of  Leiden,  who  conducted  a  printing  office 
of  which  the  Elzevirs  took  over  the  equipment.  The  fourth  mark 
showed  Minerva  with  her  attributes — the  breastplate,  the  olive  tree, 
and  the  owl.  The  fifth  was  the  “Elzevir  Sphere,”  the  geographer’s 
usual  representation  of  the  globe. 

The  printers’  marks  doubtless  served  some  useful  economic  pur¬ 
pose  in  the  early  days  of  printing.  But  with  time  this  means  of  iden¬ 
tifying  the  source  of  production  became  unnecessary,  and  printers’ 
marks  survived,  if  at  all,  mainly  as  a  form  of  title  page  decoration. 


XXI 


The  Study  of  Incunabula 


BEFORE  we  finally  take  leave  of  the  printing  of  the  fifteenth 
century  and  proceed  with  our  story,  it  will  be  instructive  to 
consider  briefly  some  of  the  general  characteristics  of  our 
earliest  printed  books.  What  were  the  outward  forms,  what  was  the 
subject  matter,  what  is  the  present  inventory,  of  the  books  that  are 
called  incunabula? 

First,  by  way  of  definition,  the  term  “incunabula”  (plural  form 
of  the  Latin  word  incunabulum,  “cradle”)  is  used  by  bibliographers 
to  refer  to  printed  works  of  a  time  so  early  in  the  history  of  printing 
in  any  given  locality  that  this  printing  may  be  said  to  be  in  its  in¬ 
fancy.  Thus  it  is  not  altogether  improper  to  speak  of  American 
incunabula,  Illinois  incunabula,  or  even  of  Chicago  incunabula.  But 
specifically ,  and  unless  otherwise  explained,  the  term  is  used  to  refer 
to  the  products  of  the  European  press  in  the  fifteenth  century — thus 
including  all  printing  which  can  be  dated  before  the  year  1501. 

The  dating  of  many  incunabula  is  by  no  means  easy.  For  the 
most  part,  they  had  nothing  corresponding  to  our  title  page,  to 
which  we  look  for  information,  not  only  as  to  the  title  of  the  book 
and  the  name  of  its  author,  but  also  as  to  the  date  and  place  of  its 
publication  and  sometimes  as  to  the  name  of  the  printer  or  publisher. 
Such  incunabula  as  bear  the  information  as  to  place  of  publication, 
name  of  printer,  and  date,  carry  it  in  a  colophon  at  the  end  of  the 
book.  But  about  one-third  of  the  known  incunabula  have  no  colo¬ 
phons,  and  their  dates  and  the  names  of  their  printers  and  places 

of  issue  must  be  inferred  from  a  study  of  their  contents,  from  care- 
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ful  scrutiny  of  their  types  and  comparisons  with  the  types  of  other 
books,  from  the  watermarks  of  the  paper  used  in  them,  and  from 
references  to  the  books  or  their  printers  in  contemporary  documents 
or  other  books.  And  not  infrequently,  after  all  such  evidence  has 
been  gathered  and  weighed,  only  conjectures  can  be  offered  as  to 
the  dates  and  origins  of  a  large  number  of  these  early  volumes. 

The  paper  of  the  early  printing  period  was  mainly  of  two  sizes, 
a  large,  or  “royal,”  folio,  and  a  small,  or  “medium,”  folio,  printed  in 
sheets  which  were  folded  once  to  make  two  leaves,  or  four  pages. 
For  books  of  smaller  size,  more  pages  were  printed  on  each  sheet, 
which  was  then  folded  so  as  to  make  four  leaves,  or  a  “quarto,” 
or  even  eight  leaves,  or  “octavo.”  Page  numbers  were  unknown  in 
incunabula;  Dr.  Haebler  was  able  to  cite  only  one  book,  produced 
at  the  very  close  of  the  incunabula  period,  which  had  its  pages  num¬ 
bered.  The  printers  of  Venice,  however,  introduced  the  practice 
of  numbering  the  leaves  of  their  books.  It  had  long  been  the  prac¬ 
tice  to  number  the  leaves  of  manuscript  books,  but  the  first  printers 
were  slow  to  follow  this  usage.  Our  table  of  contents  was  fore- 

A 

shadowed  by  a  printed  “register”  which  in  a  great  many  cases  was 
merely  a  printed  list  of  the  first  words  of  the  sheets  or  gatherings  in 
a  book,  intended  mainly  to  guide  the  binder  in  putting  the  book 
together  correctly.  This  list  could  serve  the  reader,  after  a  fashion, 
as  a  guide  to  the  order  of  the  chapters,  or  divisions,  of  the  volume. 
Many  other  peculiarities  of  incunabula  might  be  mentioned  to  show 
that,  even  after  the  problems  of  type  production  and  use  had  been 
solved  with  considerable  success,  there  was  still  much  experimenta¬ 
tion  needed  to  determine  the  most  satisfactory  structure  of  the  book 
after  its  sheets  had  been  printed  with  its  text. 

A  common  impression  is  that  the  books  of  the  “cradle”  period 
of  printing  were  mostly  ponderous  folios  or  quartos.  Many  of  them 
were  indeed  unwieldy  tomes,  but  the  octavo  format  was  also  widely 
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popular,  and  we  have  already  seen  that  Aldus  Manutius,  at  Venice, 
made  a  specialty  of  handy  editions  of  even  smaller  size.  It  seems  to 
have  escaped  general  attention,  however,  that  among  the  incunabula 
are  also  to  be  found  a  few  tiny  volumes  that  may  fairly  be  classed 
among  the  miniature  books  which  are  so  dear  to  the  hearts  of  the 
collectors  of  “bzpnos.” 

In  the  nature  of  things,  books  of  small  size  will  hardly  be  found 
among  the  incunabula  of  the  earliest  years  of  printing — say  from 
1450  to  1470.  Type  at  first  was  cast  only  in  relatively  large  sizes, 
unsuitable  for  pages  of  small  dimensions.  But  by  the  last  decade  of 
the  fifteenth  century  the  refinements  in  the  arts  of  punch-cutting 
and  typecasting  made  it  possible  to  produce  types  in  sizes  so  small 
that  miniature  books  could  be  printed  with  them.  One  of  the  earliest 
books  printed  in  a  type  of  really  small  size  was  the  Latin  Bible  pro¬ 
duced  by  Johann  Froben  at  Basel  in  1491.  A  page  of  this  Bible  is 
reproduced  in  its  actual  size  on  page  307. 

Strictly  speaking,  however,  this  Froben  Bible  was  not  a  minia¬ 
ture  book.  For  the  sake  of  definition,  it  is  suggested  that  any  volume 
to  qualify  as  a  miniature  among  incunabula  must  have  a  page  not 
larger  than  about  85  millimeters  in  width  by  120  millimeters  in 
height  (about  3%  by  4%  inches),  provided  that  the  type  area  is  not 
larger  than  56  by  75  millimeters  (about  2%  by  3  inches).  Some  will 
be  found  to  come  within  the  indicated  page  size  but  with  type  pages 
out  of  proportion.  These,  however,  are  dwarfed  books,  crippled  by 
the  binder’s  knife,  rather  than  true  miniatures. 

The  earliest  book  of  really  small  size  which  I  have  noted  is  the 
Diurnale  Moguntinum,  printed  presumably  by  Peter  Schoeffer,  at 
Mainz,  about  1468.  Unfortunately,  only  two  imperfect  leaves  of  this 
volume,  printed  on  vellum,  have  survived,  being  now  preserved  in 
the  Bibliotheque  Nationale  in  Paris.  Gotthelf  Fischer,  however,  had 
four  leaves  of  this  little  book  in  his  possession  in  1803  (they  can- 
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not  now  be  located)  and  he  described  them  in  some  detail,  indi¬ 
cating  that  the  type  page  measured  65  by  94  millimeters,  or  about 
2/2  by  3%  inches.  Though  this  height  considerably  exceeds  the  limit 
suggested  above,  an  exception  must  be  made  in  order  to  include 
among  miniature  incunabula  this  very  early  specimen  of  the  making 
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FACING  PAGES  OF  ALPHABETUM  DIVINI  AMORIS,  BASEL,  ABOUT  1 49 1,  ACTUAL  SIZE. 


of  small  books.  The  Diurnale  was  set  in  the  small  rounded  types 
used  in  the  composition  of  the  Bible  of  1462  and  is  hence  ascribed 
to  Schoeffer,  although  the  existing  fragments  give  no  other  clue  to 
its  typographic  authorship. 

More  truly  a  miniature  is  the  Officium  Beatae  Mariae  Virginis 
printed  by  Moravus  at  Naples  in  1490,  a  chunky  little  sextodecimo 
of  106  vellum  leaves.  The  type  page  measures  only  40  by  62  milli- 
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meters  on  a  leaf  of  70  by  100  millimeters.  The  proportions  of  these 
dimensions  indicate  that  this  little  volume  has  not  suffered  from 
undue  trimming. 

Another  miniature  fifteenth-century  book,  now  one  of  the 
treasures  of  the  Newberry  Library  in  Chicago,  apparently  unre¬ 
corded  and  perhaps  unique,  is  an  edition  of  the  Alphabetum  divini 
amorisy  attributed  to  Johannes 
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Gerson.  It  bears  no  indication 
of  the  printer  or  place  of  print¬ 
ing,  but  its  type  discloses  that 
it  was  undoubtedly  printed  by 
Johann  of  Amerbach  at  Basel 
about  1491.  It  has  a  type  page 
of  41  by  58  millimeters  on  a 
leaf  measuring  about  61  by  86 
millimeters.  Two  facing  pages 
of  this  interesting  little  book  are 
here  reproduced  in  the  actual 
size  of  the  original. 

Also  in  the  Newberry  Li¬ 
brary  is  a  copy  of  the  Brevia - 
rium  monasticum  Sancti  Bene¬ 
dict,  edited  by  Bartholomaeus 
de  Mantua,  which  was  printed 
at  Venice,  November  15,  1491,  by  Andrea  Torresano,  the  father- 
in-law  of  Aldus  Manutius.  The  leaf  of  this  volume  measures  only 
60  by  82  millimeters.  The  final  page,  with  colophon,  is  here  shown. 

About  1492,  Ulrich  Zell,  at  Cologne,  printed  two  companion 
volumes  of  diminutive  size — the  Horologium  devotionis,  of  Ber- 
tholdus,  in  122  leaves,  and  a  work  entitled  Meditationes,  in  128 
leaves.  In  each  case  the  type  page  contains  22  lines  of  text,  the  whole 
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measuring  50  by  74  millimeters,  on  a  page  of  83  by  1 19  millimeters. 
The  sequence  of  signatures  shows  that  the  two  were  closely  con¬ 
nected  in  the  printing  process,  and  the  copies  in  the  Pierpont 
Morgan  Library  in  New  York  are  bound  in  one  volume.  A  third 

book,  De  spirituals 
bus  ascensionibus,  by 
Gerardus  Zutphan- 
iensis,  is  also  related 
typographically  with 
these  two. 

Also  outstanding 
among  miniature  in¬ 
cunabula  is  a  beauti¬ 
ful  little  Horae  in 
Greek,  printed  by 
Aldus  at  Venice  in 
1497.  This  is  a  sexto¬ 
decimo  of  1 12  leaves 
printed  in  black  and 
red.  The  type  page  is 
50  by  74  millimeters 
and  the  leaf  80  by  1 1 1 
millimeters.  A  page  of 
this  fascinating  little 
book  is  here  repro¬ 
duced  in  actual  size. 
The  very  smallest  fifteenth-century  book  of  which  I  know  is  the 
Horae  ad  usum  Sarum,  issued  April  2,  1500,  from  the  press  of  Julian 
Notary,  the  Frenchman  who  printed  in  Westminster  and  in  Lon¬ 
don.  All  that  remains  of  this,  so  far  as  has  ever  been  discovered,  is 
an  unfolded  half-sheet  on  which  are  printed,  in  black  and  red,  six- 
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teen  of  the  tiny  pages.  The  type,  set  in  1 1  lines  to  the  page,  measures 
26  by  33  millimeters,  or  about  1  by  1  %  inches.  The  imposition  of  the 
pages  on  the  sheet  shows  that  if  the  sheet  were  to  be  folded,  the 
leaves  of  the  book  would  measure  about  37  by  52  millimeters 
(il/z  by  2%  inches).  This  unique  fragment  is  now  preserved  in  the 
Public  Library  of  Victoria,  in  Melbourne,  Australia. 

Among  the  many  thousand  known  issues  of  the  press  in  the 
fifteenth  century  there  are  still  many  surprisingly  interesting  and 
delightful  discoveries  to  be  made  by  some  investigator  who  has  a 
love  for  diminutive  books.  The  subject  seems  to  me  to  deserve  more 
attention  than  it  has  yet  received. 

The  subject  matter  of  the  incunabula  depended,  of  course,  on 
what  the  printers  thought  was  in  sufficient  popular  demand  to  insure 
sales  or  on  what  their  employers  or  backers  required  of  them.  But 
for  the  fifteenth  century,  as  for  every  succeeding  age,  the  kind  of 
reading  matter  which  the  presses  turned  out  reveals  the  preposses¬ 
sions  of  the  reading  public  and  is  some  expression  of  what  most 
concerned  the  thought  of  its  time  and  place.  What  do  the  incunab¬ 
ula  tell  us  about  the  thought  currents  and  interests  of  Europe  in 
the  latter  half  of  the  fifteenth  century? 

Typography  was  born  in  a  time  of  change  and  trouble.  The 
glories  of  the  Middle  Ages  which  culminated  in  the  great  thirteenth 
century  were  past.  Europe  was  not  only  crushed  by  devastating 
plagues,  but  was  menaced  by  the  Turks,  who  stormed  Constan¬ 
tinople  in  1453  and  early  in  the  next  century  were  standing  before 
the  walls  of  Vienna.  The  old  order  of  society,  the  feudal  system, 
though  still  strong,  was  declining  under  the  rising  power  of  com¬ 
mercialism  and  absolutism,  while  craftsmen  and  merchants,  polit¬ 
ically  unimportant  in  the  order  which  was  passing,  were  growing  in 
wealth  and  influence.  In  this  newly  developing  class  of  Europe’s 
citizenship  were  included  the  makers  and  sellers  of  books. 
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Intellectually,  Europe  was  being  swept  by  two  forces  which  were 
to  transform  western  civilization.  The  first,  which  took  form  in 
Germany,  was  a  religious  movement  among  the  lower  and  middle 
classes,  personal  and  pietistic  in  temper,  which  to  a  large  extent 
found  expression  outside  of  formal  worship.  Huss  at  the  beginning 
and  Savonarola  at  the  end  of  the  fifteenth  century  are  representa¬ 
tives  of  the  extreme  form  of  this  religious  awakening,  which  later 
culminated  in  the  Reformation. 

The  other  great  movement  was  Humanism.  For  more  than  a 
century,  Byzantine  Greek  refugees  from  the  advancing  Moslem 
armies  sought  shelter  in  Italy,  bringing  with  them  manuscripts  of 
the  Greek  classics,  which  western  Europe  had  almost  forgotten,  and 
opening  schools  in  Italian  cities.  They  were  welcomed  by  scholars 
like  Petrarch,  and  soon  old  monastic  libraries  were  being  ransacked 
in  an  eager  search  for  codices  of  classic  authors.  Under  the  influence 
of  the  rediscovered  literature  of  ancient  Greece  and  Rome,  human 
vision  was  broadened,  and  in  place  of  the  narrow  medieval  concep¬ 
tion  of  life  as  a  somber  preparation  for  the  next  world,  there  arose 
a  new  striving  for  culture  and  beauty,  while  faith,  the  ideal  of  the 
Middle  Ages,  was  slowly  supplanted  by  free  inquiry,  the  ideal  of  the 
dawning  Renaissance. 

At  a  time,  then,  when  the  mighty  forces  which  were  to  trans¬ 
form  civilization  were  gathering  strength,  typography  was  born. 
How  it  hastened  the  process  of  change  by  making  possible  the  wide 
dissemination  of  knowledge  is  well  known.  The  books  which  the 
printing  press  produced  during  the  first  fifty  years  of  its  existence, 
however,  were  for  the  most  part  the  classics  of  the  Middle  Ages,  the 
theology  and  liturgy  of  the  church,  the  law  of  the  sixth  century, 
and  the  science  of  the  twelfth — in  other  words,  the  literature  of  the 
old  order  of  things.  Yet,  along  with  these  medieval  classics,  ap¬ 
peared  tracts  of  popular  devotion  and  the  writings  of  the  philos- 
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ophers  of  pagan  Greece  and  Rome — forerunners  of  a  great  religious 
and  intellectual  upheaval  in  which  the  printing  press  would  have 
an  ever  enlarging  share. 

Almost  half  of  the  books  printed  in  the  fifteenth  century  were 
religious  in  subject  matter.  This  is  not  surprising  when  we  remember 
that  a  large  proportion  of  the  literate  population  were  ecclesiastics. 
Ample  funds,  too,  for  the  purchase  of  such  books  were  available  to 
the  monasteries  through  the  bequests  of  benefactors  who  had  died 
in  the  recent  plagues.  Even  among  the  laity,  especially  in  the  north¬ 
ern  countries,  the  religious  awakening  created  a  demand  for  devo¬ 
tional  works. 

The  Bible  may  be  justly  termed  the  favorite  book  of  the  fifteenth 
century,  for,  in  spite  of  its  great  size,  which  rendered  it  difficult  to 
print  and  expensive  to  buy,  it  was  issued  more  frequently  than  any 
other  single  work.  The  popularity  of  the  Latin  Vulgate  version  of 
the  Bible  is  evidenced  by  the  fact  that  at  least  133  editions  of  it  are 
known  to  have  been  printed  in  the  fifteenth  century  and  that  after 
1475  not  a  year  elapsed  without  the  production  of  at  least  one  edi¬ 
tion.  Vernacular  editions  were  sought  by  laymen.  In  the  different 
dialects  of  German  were  issued  fifteen  editions  of  the  Bible;  in 
Italian,  thirteen;  in  French,  eleven;  in  Bohemian,  two;  and  one 
each  in  Spanish  and  in  Dutch. 

The  writings  of  the  church  fathers  also  were  much  read.  Of 
these,  Saint  Augustine  was  the  favorite,  with  Jerome,  Chrysostom, 
and  Gregory  as  his  closest  rivals. 

Theology,  too,  was  in  great  demand.  In  the  doctrinal  aspect  of 
the  subject,  Saint  Thomas  Aquinas,  with  over  three  hundred  edi¬ 
tions  of  his  separate  works,  was  pre-eminent.  Disputation  on  such 
doubtful  points  of  theology  as  we  find  collected  in  the  Sentences 
of  Peter  Lombard  was  an  intellectual  exercise  of  which  medieval 
scholars  were  extremely  fond,  and  numerous  works  of  this  nature. 
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by  writers  like  Duns  Scotus,  and  usually  in  the  form  of  small  tracts, 
made  their  way  into  print. 

Parish  priests  sought  from  the  early  printing  press  books  which 
would  aid  them  in  the  performance  of  their  duties.  Manuals  such 
as  Gregory’s  Pastoral  Care  and  Nider’s  Instructions  to  Confessors 
found  a  ready  market,  as  did  also  compilations  of  the  lives  of  the 
saints,  such  as  Jacobus  de  Voragine’s  Golden  Legend ,  which  con¬ 
tained  stories  that  a  medieval  audience  delighted  to  hear.  And  many 
fifteenth-century  priests  were  in  full  accord  with  the  sentiment 
which  Addison’s  famous  character,  Sir  Roger  de  Coverley,  later 
expressed,  that  it  was  better  for  a  congregation  to  have  read  to  them 
a  discourse  by  a  famous  preacher  than  that  they  should  hear  a 
mediocre  one  composed  by  their  own  pastor.  This  probably  explains 
the  great  demand  for  the  printed  sermons  of  such  men  as  Caraccioli, 
Meffreth,  and  that  master  of  eloquence  in  an  age  that  dearly  loved 
oratory,  Savonarola. 

The  liturgy  of  the  church  called  forth  many  of  the  most  sumptu¬ 
ous  products  of  the  fifteenth-century  press.  Besides  missals  and 
other  service  books  for  public  worship,  private  devotion  made  a 
ready  market  for  the  books  of  hours,  which  today  are  so  eagerly 
sought  because  of  their  exquisite  decoration. 

Religious  tracts  designed  to  stir  the  reader  to  greater  piety,  such 
as  the  Art  of  Righteous  Living  and  Dying ,  circulated  widely  among 
the  middle  classes,  while  meditation,  an  important  spiritual  exer¬ 
cise,  called  forth  many  mystical  treatises,  the  most  important  of 
which  was  the  Imitation  of  Christ,  by  Thomas  a  Kempis. 

Closely  allied  with  theology  is  ecclesiastical  or  canon  law.  The 
Decretals  of  Gratian  and  of  Pope  Gregory  IX,  with  their  many 
commentators,  were  in  great  demand  in  the  early  years  of  printing. 

Outside  the  Church,  Roman  law  and  procedure  were  still  in 
force  in  Germany  and  the  greater  part  of  Italy,  and  even  where  it 
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was  not  the  law  of  the  land,  Roman  law  was  much  studied  and 
admired.  For  this  reason  the  codes  of  Justinian,  often  with  annota¬ 
tions,  were  frequently  printed.  Local  ordinances  and  the  decrees  of 
kings,  despite  their  limited  appeal,  were  fairly  numerous  in  book 
and  pamphlet  form.  Textbooks  on  national  law,  such  as  (in  Eng¬ 
land)  those  of  Stratham  and  Lyttleton,  also  found  wide  circulation 
among  lawyers. 

Encyclopedias  were  popular  in  the  Middle  Ages,  for  when  books 
were  scarce  it  was  but  natural  that  a  volume  which  could  pretend 
to  be  an  epitome  of  human  knowledge  would  be  greatly  desired. 
Pliny’s  Natural  History ,  Isidore’s  Etymologies ,  Vincent  of  Beauvais’ 
ponderous  Mirrors ,  and  especially  The  Properties  of  Things  by 
Bartholomaeus  Anglicus  were  eagerly  bought  by  students. 

Fifteenth-century  science  was  still  thoroughly  medieval.  Works 
upon  physics,  for  instance,  were  almost  exclusively  comments  upon 
Aristotle.  Important  among  these  were  the  disquisitions  of  Aver- 
roes,  Albertus  Magnus,  and  Saint  Thomas  Aquinas. 

Medicine,  in  a  time  when  pestilences  were  sweeping  Europe,  was 
a  subject  frequently  treated  in  books  printed  in  the  fifteenth  century. 
The  works  of  such  classic  writers  as  Galen  and  of  Arabian  physi¬ 
cians  like  Avicenna,  along  with  those  of  fifteenth-century  writers 
on  the  plague,  were  repeatedly  issued.  Herbals,  also,  which  told  of 
many  marvelous  and  infallible  cures  for  all  the  ills  to  which  man 
is  heir,  were  read  and  believed  in  by  many. 

The  first  book  to  contain  a  chapter  on  medicine  was  the  Opus  de 
universo,  by  Rabanus  Maurus,  which  was  printed  at  Strasbourg  by 
Adolf  Rusch  in  1467.  From  that  date  through  the  year  1480,  there 
were  printed  more  than  two  hundred  books  which  were  wholly  or 
partly  of  medical  interest.  In  1497  was  printed,  also  at  Strasbourg, 
the  first  edition  of  the  illustrated  Buch  der  Chirurgia,  a  manual  of 
surgery  by  Hieronymus  Braunschweig.  This  was  promptly  pirated 
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by  Schonsperger,  of  Augsburg,  later  in  the  same  year.  An  interest¬ 
ing  illustration  from  this  important  work  is  reproduced  opposite. 

For  two  of  the  most  important  occupations  of  the  time — war  and 
agriculture — little  practical  help  could  be  derived  from  fifteenth- 
century  books.  Treatises  like  Management  of  an  Army,  by  the 
Roman  Vegetius,  or  Columella’s  commentary  on  Virgil’s  Georgies 
were  of  great  interest  to  antiquarians,  perhaps,  but  of  little  value 
to  soldiers  or  farmers. 

Books  on  mathematics  were  then,  as  now,  difficult  to  print,  and 
for  that  reason  their  number  was  small.  Euclid’s  Elements  of  Geom¬ 
etry  was  the  most  popular.  Although  only  two  editions  appeared  in 
the  fifteenth  century,  the  numerous  editions  of  the  succeeding  half- 
century  may  still  be  called  mathematical  incunabula.  The  first  edi¬ 
tion  of  the  Elements  was  printed  at  Venice  by  Erhard  Ratdolt  in 
May,  1482.  The  text  was  that  of  a  twelfth-century  Latin  translation 
said  to  have  been  made  by  Adelard  of  Bath,  the  “English  philoso¬ 
pher,”  a  striking  personality  of  the  later  Middle  Ages.  It  is  not 
clear,  however,  whether  this  translation  was  made  directly  from  the 
original  Greek  or  from  an  intermediate  Arabic  translation. 

In  the  letter  in  which  Ratdolt  dedicated  this  monumental  work 
to  the  Doge  of  Venice,  the  printer  expressed  his  wonderment  that, 
among  the  great  output  of  the  Venetian  press,  the  mathematical 
works  were  so  few  and  of  so  little  importance.  He  ascribed  this  to 
the  difficulty  of  printing  the  mathematical  diagrams  without  which 
such  books  would  be  relatively  unintelligible.  This  difficulty,  the 
printer  said,  he  had  endeavored  to  overcome. 

Astronomy  was  much  more  liberally  represented  than  mathemat¬ 
ics  among  fifteenth-century  books.  Calendars  are  numerous,  begin¬ 
ning  with  the  celebrated  astronomical  calendar  believed  to  relate  to 
the  year  1448.  These  were  usually  printed  in  single-sheet  or  broad¬ 
side  form.  Dr.  Haebler  reproduced  an  even  hundred  of  them  in 
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facsimile  in  one  publication.  The  first  known  prognostication  of  the 
weather,  by  Franciscus  de  Gascono,  was  printed  at  Venice  in  1470, 
but  no  copy  of  it  is  thought  to  have  survived.  Astronomy  was  also 
represented  by  such  works  as  Holywood’s  Spheres . 

Closely  connected  with  astronomy  was  astrology,  one  of  the 
occult  sciences  which,  though  frowned  upon  by  the  church,  still 
survived.  The  Times  of  Birth,  by  the  Spanish  Jew  Ibn  Ezra,  was 
a  favorite  treatise  on  this  subject,  while  the  dream  books  and  alchem¬ 
ical  manuals  of  Arnold  of  Villa  Nova  and  numerous  treatises  on 
witchcraft,  like  Institor’s  Malleus  maleficarum,  were  representatives 
of  the  fifteenth-century  literature  which  dealt  with  other  forbidden 
fields  of  knowledge. 

Geography  was  an  important  branch  of  science  in  that  century 
which  began  a  great  era  of  discovery.  The  classic  writers,  Strabo, 
Pomponius  Mela,  and  Ptolemy,  were  printed,  often  with  additions 
of  new  knowledge  made  by  their  editors,  while  the  marvelous  tales 
of  travel  by  such  men  as  Marco  Polo,  Breydenbach,  and  that  Prince 
of  Liars,  Sir  John  Mandeville,  fired  the  imagination  of  many  a 
fifteenth-century  boy  whose  name  is  now  written  in  the  annals  of 
continents  which  were  then  unknown.  The  Breydenbach  Peregrina - 
tiones  has  already  been  mentioned  in  connection  with  its  illustra¬ 
tions.  The  first  edition  of  Ptolemy’s  geography  was  printed  in  1475. 

Turning  to  literature,  we  find  the  Latin  classics  dominating  the: 
fifteenth-century  book  market.  Cicero,  with  over  three  hundred  edi¬ 
tions  of  his  different  works,  was  the  favorite,  German  readers  being 
attracted  to  his  ethical  discussions  quite  as  much  as  were  Italians  to 
his  literary  style.  Virgil  followed  in  popularity,  with  over  one  hun¬ 
dred  and  eighty  editions.  Ovid,  Lucan,  Horace,  and  the  Romani 
historians  were  also  frequently  published. 

The  Greek  authors,  although  they  were  greatly  admired,  were: 
printed  less  frequently.  The  many-sided  Aristotle  unquestionably 
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had  the  greatest  appeal  of  any  Greek  writer,  and  over  one  hundred 
and  sixty  editions  of  his  separate  works,  both  in  the  original  and  in 
Latin  translations,  appeared  before  the  end  of  the  century.  Aesop, 
whose  works  had  a  great  attraction  for  the  common  people,  was 
Aristotle’s  nearest  rival,  while  the  works  of  Homer,  Herodotus, 
Plato,  and  Josephus,  disseminated  by  the  fifteenth-century  press, 
either  in  Greek  or  in  Latin,  created  a  great  impression  upon  the 
succeeding  generation. 

Vernacular  literature  was  less  liberally  represented  in  the  prod¬ 
ucts  of  the  early  press,  yet  among  them  are  many  distinguished' 
names.  Dante,  Boccaccio,  Petrarch,  Villon,  and  Chaucer  were  re¬ 
peatedly  published,  as  were  also  several  of  the  prose  and  metrical 
romances  in  the  national  languages  of  the  day. 

The  dramatic  literature  available  in  printed  form  to  the  fifteenth- 
century  reader  is  of  especial  interest  to  us  because  of  the  great  activity 
in  that  field  in  the  following  century.  Besides  the  classic  dramatists 
like  Aristophanes,  Euripides,  Plautus,  Terence,  and  Seneca,  there 
appeared  also  the  comedies  of  Hrosvitha,  the  medieval  nun,  and 
some  French  mystery  plays. 

The  principles  and  methods  of  education  were  much  discussed 
in  fifteenth-century  books.  One  of  the  most  popular  treatises  on  this 
subject  was  the  Training  of  Children ,  by  Aeneas  Sylvius,  a  work  of 
pronounced  humanistic  tendencies.  Grammars  such  as  the  Eight 
Parts  of  Speech ,  by  Aelius  Donatus,  and  disquisitions  of  a  more 
philological  nature  like  Lorenzo  Valla’s  Elegancies  of  the  Latin 
Language  found  many  buyers  in  an  age  which  was  becoming  sophis¬ 
ticated  and  careful  of  good  form,  and  in  which  a  command  of  Latin 
was  indispensable  to  the  serious  student. 

What  we  call  commercial  printing  was  firmly  established  in  the 
fifteenth  century.  In  fact,  the  famous  Mainz  indulgences  of  1454 
were  just  printed  forms,  pieces  of  job  printing.  Advertising,  espe- 
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dally  of  books,  by  means  of  printed  handbills,  like  Peter  SchoefTer’s 
list  of  books  for  sale  in  1469  or  Caxton  s  famous  placard  of  1477, 
was  not  an  unusual  procedure. 

Though  the  newspaper  did  not  come  into  being  until  the  seven¬ 
teenth  century,  printed  epistles  or  pamphlets  dealing  with  current 
events  served  as  effectual  disseminators  of  news.  An  example  of 
special  American  interest  is  the  famous  Letter  of  Christopher 
Columbus  Concerning  the  Newly  Discovered  Islands,  which  was 
printed  at  Barcelona  in  1493  as  a  two-leaf  folder  of  folio  size,  to 
announce  to  the  Spanish  authorities  the  discovery  of  the  “islands  of 
the  Indies.”  This  discovery  was  news  indeed,  and  the  printers  of 
Europe  gave  evidence  of  their  recognition  of  its  importance  by 
bringing  out  twelve  editions  of  the  Letter  within  a  year,  at  Rome, 
Paris,  Antwerp,  Basel,  and  Florence.  Within  five  years  of  the  dis¬ 
covery  by  Columbus  of  a  continent  misnamed  for  a  later  explorer, 
the  report  was  printed  in  at  least  seventeen  editions,  in  four  lan¬ 
guages,  in  six  different  countries. 

Incunabula,  we  see,  treat  a  large  variety  of  subjects.  Adopting  a 
rough  and  rather  arbitrary  division,  we  may  say  that  approximately 
forty-five  per  cent  of  them  are  concerned  with  religion,  ten  per 
cent  with  law,  ten  per  cent  with  science,  thirty  per  cent  with  litera< 
ture,  and  the  remaining  five  per  cent  with  miscellaneous  subjects. 

Before  the  invention  of  printing,  students  must  have  heard  or 
read  of  many  books  of  which  it  was  impossible  to  procure  a  copy. 
For  this  reason  the  early  printers  found  the  old  standard  authors  in; 
great  demand  and  for  this  reason,  until  1485,  issued  them  almost: 
exclusively.  But  after  that  date  the  works  of  contemporary  writers; 
were  printed  with  increasing  frequency  until,  when  the  end  of  the 
century  was  reached,  they  formed  fifteen  per  cent  of  the  total  num¬ 
ber  of  incunabula.  The  most  popular  contemporary  author  was 
Aeneas  Sylvius,  afterwards  Pope  Pius  II,  whose  novel,  Concerning 
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Two  Lovers ,  was  the  outstanding  best  seller  of  fifteenth-century  fic¬ 
tion.  Chronicles  of  past  and  current  events,  such  as  those  of  Schedel 
and  Rolevinck,  and  the  sermons  of  the  fiery  preacher,  Savonarola, 
also  attracted  the  attention  of  their  contemporaries.  But  only  one 
work  by  a  writer  who  saw  his  work  appear  in  a  fifteenth-century 
book  is  likely  to  prove  immortal.  That  work  is  the  Imitation  of 
Christ ,  by  Thomas  a  Kempis. 

The  book  production  of  different  parts  of  Europe  was  by  no 
means  uniform.  Germany’s  contribution  was  largely  religious,  and 
no  consideration  of  the  struggle  of  the  early  sixteenth  century  can 
ignore  the  literature  with  which  the  minds  of  German  youth  had 
been  saturated.  It  is  very  significant  that  the  Bible  and  the  works  of 
Saint  Augustine,  powerful  weapons  in  the  hands  of  the  reformers, 
were  the  favorites  in  the  German  book  trade.  Italy,  on  the  other 
hand,  produced  the  Latin  and  Greek  classics.  In  fact,  printing  in 
the  Greek  language  in  the  fifteenth  century  was  confined  to  that 
country  in  which  the  Greek  refugees  from  Constantinople  provided 
a  ready  supply  of  compositors  and  proofreaders.  From  Italy  came 
those  influences  which,  in  the  sixteenth  century,  redeemed  Europe 
from  her  crudeness  and  superstition  and  called  forth  that  matchless 
blossoming  of  the  human  spirit  which  we  call  the  Renaissance. 

We  are  prone  to  think  of  incunabula  solely  as  objects  of  art  or 
as  monuments  of  the  pioneer  efforts  of  the  printer’s  craft,  and  to 
forget  that  they  were  factors  in  a  great  intellectual  struggle.  We 
shall  better  appreciate  the  significance  of  the  invention  of  printing  if 
we  bear  in  mind  that  even  in  the  fifteenth  century  the  power  of  the 
press  was  a  mighty  power. 

For  a  long  time  after  printed  books  first  began  to  appear,  they 
were  valued  for  their  contents,  or  else  not  at  all.  Scholars  gave  a  full 
measure  of  appreciation  to  the  service  which  printing  rendered  in 
making  books  accessible  to  all  who  wanted  them,  but  a  “dated” 
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book  was  as  quickly  discarded  then  as  now.  The  intellectual  and 
religious  upheaval  of  the  sixteenth  century  made  a  considerable  por¬ 
tion  of  the  fifteenth-century  books  so  outmoded  as  to  be  useless  to 
readers,  and  in  the  case  of  standard  texts,  improvements  in  the 
art  of  printing  constantly  produced  new  editions  which  were  bet¬ 
ter  printed  and  more  convenient  to  use  than  their  quaintly  printed 
and  cumbersome  predecessors.*  Thus  innumerable  incunabula,  as  we 
now  call  them,  were  thrown  away  and  destroyed  as  “useless  old 
books,”  or  else  set  aside  and  neglected  in  forgotten  alcoves  or  base¬ 
ment  storage  heaps  in  libraries. 

In  1640  the  printers  of  Germany  celebrated  the  second  centen¬ 
ary  of  the  invention  of  printing.  On  what  evidence  they  based  their 
choice  of  that  year,  rather  than  1645  or  some  other  year,  is  quite 
another  story.  The  point  of  interest  for  us  here  is  that  then,  for  the 
first  time,  efforts  were  made  to  bring  to  light,  as  historical  exhibits 
of  interest,  old  books  of  the  cradle  days  of  printing.  Since  that  time, 
fifteenth-century  books  have  been  collected  for  their  own  sake,  as 
curiosities  or  rarities,  as  historical  sources  or  landmarks,  and  as  mon¬ 
uments  marking  the  beginnings  of  typography’s  course  through  the 
succeeding  centuries. 

This  desire  to  collect  incunabula — at  first  an  inexpensive  hobby — 
called  forth  bibliographies  to  serve  as  guides  for  purchasers.  The  ear¬ 
liest  of  any  note  was  Cornelius  Beughem’s  Incunabula  typographiae 
(1688),  a  small  work  which,  though  it  contains  brief  accounts  of 
the  authors  of  the  books  listed,  omits  the  names  of  their  printers 
and  publishers.  More  pretentious  was  the  Annales  typographici 
(1719-1741)  of  Michael  Maittaire,  the  classical  scholar.  But  not  until 
the  appearance  of  the  large  work  of  the  same  title  by  Georg  Wolf¬ 
gang  Panzer  (1793-1803)  did  the  interest  in  incunabula  become 
definitely  typographical.  In  eleven  volumes  Panzer  gathered  the 
titles  of  all  incunabula  known  up  to  that  time  and  arranged  them 
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in  chronological  order  under  the  names  of  the  towns  in  which  they 
were  printed,  adding  invaluable  information  as  to  the  location  in 
which  he  found  each  individual  book  or  the  sources  from  which  he 
derived  his  knowledge  of  it. 

Modern  bibliography  of  incunabula  may  be  said  to  begin  with 
Ludwig  Hain’s  Repertorium  bibliographicum  (1826-1834).  In  this 
monumental  work  Hain  describes,  usually  in  detail,  over  16,000 
issues  of  the  fifteenth-century  press.  So  successful  was  Hain  that  to 
this  day  his  work  is  probably  the  most  frequently  cited  catalogue  of 
incunabula.  Two  later  works,  the  Supplement  (1895-1902)  of  the 
versatile  lawyer,  theologian,  musician,  and  antiquarian,  Walter  A. 
Copinger,  and  the  Appendices  (1905-1911)  of  the  German  scholar, 
Dietrich  Reichling,  rectify,  to  some  extent,  the  errors  and  omissions 
of  Hain.  The  task  of  Copinger  and  Reichling  was  made  easier  by 
the  labors  of  Marie  Pellechet,  who,  after  compiling  catalogues  of 
the  early  printed  books  of  several  French  libraries,  prepared  her 
Catalogue  general  des  incunabules  des  bibliotheques  publiques  de 
France  (1897  ff.).  Mile.  Pellechet  died  while  the  publication  of  her 
great  work  was  still  in  progress,  and  the  French  ministry  of  public 
instruction  has  printed  but  one-third  of  her  manuscript. 

The  bibliographies  mentioned  above  contain  much  material  of 
value  to  the  student  of  printing.  With  the  exception  of  Panzer’s 
Annates ,  however,  they  all  have  the  titles  arranged  alphabetically 
by  authors,  a  feature  which  makes  them  primarily  guides  for  col¬ 
lectors.  Progress  in  the  study  of  early  typography  was  seriously 
hampered  for  a  long  time  by  the  fact  that  a  large  proportion  of  the 
books  printed  in  the  fifteenth  century  bear  no  indication  of  place, 
printer,  or  date.  A  method  of  determining  the  press  of  issue  by 
comparing  the  types  of  books  of  unknown  origin  with  those  of 
books  of  which  the  printers  are  known  was  developed  by  Henry 
Bradshaw  and  was  used  with  great  success  by  Robert  Proctor  in  his 
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Early  Printed  Boo\s  in  the  British  Museum  with  Notes  of  Those  in 
the  Bodleian  Library  (1898-1906).  In  this  work,  which  revolution¬ 
ized  the  study  of  early  printing,  the  titles  are  arranged  chrono¬ 
logically  by  printer,  town,  and  country.  Proctor’s  method  of  identi¬ 
fying  incunabula  of  unknown  origin  was  systematized  by  Konrad 
Haebler  in  his  Typenrepertorium  der  Wiegendruche  (1905-1910). 
The  great  possibilities  of  bibliographical  scholarship  are  in  a  large 
measure  realized  in  a  work  which  follows  and  perfects  Proctor’s 
scheme  of  identification  and  arrangement — the  Catalogue  of  Boo\s 
Printed  in  the  XV th  Century  now  in  the  British  Museum ,  begun  in 
1908  and  still  in  process  of  publication.  This  is  by  all  odds  the  most 
valuable  work  to  date  for  students  of  typographic  history. 

The  foregoing  titles,  however,  represent  but  a  few  of  the  pro¬ 
ductions  of  the  many  able  and  industrious  men  who  have  been  at¬ 
tracted  to  the  study  of  early  printed  books.  Bibliographies  of  rare 
books  such  as  Graesse’s  Tresor  or  Brunet’s  Manuel  du  libraire  often 
contain  notices  of  incunabula,  while  almost  every  large  library  has 
published  a  catalogue  of  its  own  fifteenth-century  books. 

A  bibliography  of  incunabula  may  attempt,  like  Campbell’s 
Annales  de  la  typographic  neerlandaise  au  XV e  siecle,  to  describe 
the  fifteenth-century  books  printed  in  one  country,  or,  like  Voul- 
lieme’s  Der  Buchdruc\  Kolns ,  those  printed  in  a  certain  town. 
Again,  it  may  confine  itself,  as  does  Blades’  Caxton,  to  the  output 
of  a  single  press.  Of  late  years  some  bibliographers,  like  Osier  in  his 
Incunabula  Mediea,  have  been  dealing  with  the  fifteenth-century 
books  which  treat  with  particular  subjects.  Information  about  early 
printed  books,  therefore,  must  be  sought  in  many  different  places. 
Robert  A.  Peddie,  for  example,  in  his  still  unfinished  Conspectus 
incunabulorum  (1910  ff),  a  concordance  to  bibliographies  of  incu¬ 
nabula,  cites  descriptions  from  over  two  hundred  reference  works. 

To  meet  the  need  of  an  all-inclusive  bibliography  of  fifteenth- 


M 

M 

M 

A\ 

A\ 

AV 

AV 

I 

2 

3 

4 

5 

6 

7 

8 

Al 

«9 

09 

ft) 

0) 

03 

0) 

CO 

9 

IO 

1 1 

12 

13 

*4 

*5 

16 

10) 

J0) 

m 

SO 

63 

63 

m 

$ 

*7 

18 

19 

20 

21 

22 

23 

24 

m 

CD 

CD 

0) 

$ 

ft) 

St9 

2S 

26 

27 

28 

29 

30 

31 

32 

0$ 

CD 

CQ 

ft) 

ft* 

ft) 

M 

33 

34 

35 

36 

37 

38 

39 

40 

20 

(D 

A) 

£D 

ID 

ft) 

4! 

42 

43 

44 

45 

46 

47 

48 

to 

HD 

to 

ft) 

a 

ftl 

At 

M 

49 

50 

51 

52 

53 

54 

55 

56 

m 

m 

iD 

jn 

3B 

(a 

ft 

01 

57 

57b 

58 

59 

60 

61 

62 

63 

f n 

ft 

/E 

/R 

m. 

JB 

01 

64 

6$ 

66 

67 

68 

69 

70 

71 

01 

01 

jfHX 

1ft 

m 

72 

73 

74 

75 

76 

77 

78 

79 

mt 

m 

J) 

*© 

J) 

xso 

4£) 

80 

81 

82 

83 

84 

85 

86 

87 

a 

Ifo 

CD 

jQfe 

ftk 

ftD 

88 

89 

90 

91 

92 

93 

94 

95 

ft£> 

J06 

$6 

m 

96 

97 

9$ 

99 

# 

IOO 

101 

FORMS  OF  THE  CAPITAL  M,  AS  COMPILED  BY  HAEBLER 
TO  FACILITATE  THE  IDENTIFICATION  OF  INCUNABULA. 


THE  STUDY  OF  INCUNABULA 


326 

century  books,  the  Prussian  commission  of  education  in  1904  ap¬ 
pointed  a  commission  to  make  “a  complete  catalogue  of  all  known 
incunabula.”  With  the  assistance  of  almost  all  the  large  libraries  of 
the  world  and  of  many  private  collectors,  full  descriptions  of  about 
40,000  different  issues  of  books  printed  before  the  year  1501  have 
been  gathered  and  are  now  being  published  in  the  Gesamt\atcdog 
der  Wiegendruc\e  (1925  ff.),  which  it  is  expected  will  be  complete 
in  twelve  large  quarto  volumes. 

As  a  result  of  these  two  hundred  and  fifty  years  of  bibliograph¬ 
ical  scholarship,  fifteenth-century  books,  in  spite  of  the  great  diffi¬ 
culties  which  they  present,  have  been  more  minutely  and  successfully 
studied  than  the  books  printed  in  any  other  period.  The  literary 
taste  of  the  half-century  in  which  they  were  published  can  now  be 
studied  in  great  detail,  and  an  intimate  understanding  may  be  had 
of  the  practices  of  the  early  printers,  whose  number  and  activity 
have  been  proved  to  be  far  greater  than  any  but  the  boldest  could 
have  conjectured. 


XXII 


Typography’s  Golden  Age 


I- 'HE  sixteenth  century  was  an  age  of  strife  and  glory.  Europe 
was  rapidly  casting  from  her  the  shackles  of  the  Middle  Ages 
under  the  leadership  of  daring  scholars  who  were  fired  with 
the  Renaissance  ideal  of  free  inquiry.  It  was  the  age  of  the  Refor¬ 
mation  when  a  philosophical  justification  was  demanded  for  many 
beliefs  which  preceding  generations  had  accepted  without  question, 
when  the  traditions  of  centuries  were  fiercely  assailed  and  vigorously 
defended.  It  was  a  time  when  men  had  at  last  discovered  the  mean¬ 
ing  of  intellectual  freedom  and  found  it  delicious  but  dangerous. 
It  stimulated  art,  literature,  and  learning  till  they  reached  heights 
seldom  attained  in  human  history.  But  the  stake  and  the  block 
stood  as  grim  reminders  to  the  sixteenth-century  scholar  that  those 
who  upheld  the  medieval  ideal  of  authority  would  suppress  free 
inquiry  by  force. 

Education  was  quickened  by  this  intellectual  and  religious  up¬ 
heaval.  Among  all  classes  of  society,  except  the  very  lowest,  there 
arose  an  intense  desire  to  learn  to  read.  Books,  as  a  result,  could  no 
longer  be  considered  the  exclusive  property  of  a  small  class.  Instead, 
the  popular  demand  for  such  widely  circulated  works  as  Luther’s 
translation  of  the  Bible  was  so  great  that  to  meet  it  mass  production 
was  introduced  into  the  printing  industry. 

Paris,  in  the  sixteenth  century,  was  favorably  situated  to  have  a 
leading  part  in  any  movement  in  typography.  It  was  probably  the 
largest  and  most  important  city  of  Europe.  Far  enough  removed 

from  the  religious  controversy  which  was  raging  in  the  north  to 
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escape  its  violence,  it  was  at  the  same  time  quickened  by  the  intel¬ 
lectual  excitement  that  the  conflict  engendered.  It  was  also  fortunate 
in  that  the  successive  kings  who  resided  in  it  were  for  the  most  part 
patrons  both  of  letters  and  typography.  It  was  the  seat,  too,  of  a 
university  which,  although  in  a  state  of  decline,  was  still  in  the 
earlier  decades  of  the  sixteenth  century  the  largest  and  most  im¬ 
portant  institution  of  learning  in  Europe.  Even  if  the  University  of 
Paris  was  extremely  conservative  and  unduly  fond  of  medieval 
traditions,  the  campaigns  of  Francis  I  in  Italy  had  brought  to  Paris 
a  realization  of  the  highest  ideals  of  Renaissance  scholarship.  It  was 
this  happy  combination,  then,  of  material  prosperity  and  intellectual 
stimulation  which  served  to  make  the  first  sixty  years  of  the  six¬ 
teenth  century  in  Paris  the  Golden  Age  of  typography. 

Prominent  in  this  notable  period  was  a  family  of  scholar-print¬ 
ers,  the  house  of  Estienne,  perhaps  better  known  by  the  Latin  form 
of  the  name,  Stephanus.  Henri  Estienne,  the  first  of  the  family,  in 
1502  took  over  the  business  of  Jean  Higman  whose  widow,  Guyonne 
Viart,  he  had  married  in  the  previous  year.  Greek  and  Latin  classics 
were  the  chief  products  of  his  press,  and  the  high  scholarly  character 
of  his  work  is  evidenced  by  the  fact  that  he  had  among  his  editors 
Jacques  Le  Febvre  d’Etaples,  the  teacher  of  Calvin,  and  among  his 
proofreaders  Geofroy  Tory.  Despite  the  fact  that  during  the  eight 
years  in  which  he  printed  he  produced  more  than  a  hundred  edi¬ 
tions,  many  fine  books,  such  as  Valla’s  translation  of  Galen’s  De 
sectis  me  dicorum  (1518),  show  his  skill  in  combining  the  best 
features  of  French  and  Italian  typography.  He  died  in  1520  and 
his  widow  promptly  married  Simon  de  Colines.  The  influence  of 
Guyonne  Viart  as  the  wife  of  three  and  the  mother  of  two  of  the 
city’s  best  printers  still  remains  an  unwritten  chapter  in  the  history 
of  Parisian  typography. 

Robert  Estienne,  the  second  son  of  Henri,  put  to  good  use  the 
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MEDIO  I.  PRINC. 
O  T  H  O. 


Obiliifimi  Principatus  fundamenta 
feliciter  Otho  iecit ,  Vberti  filius ,  qui 
abAfiaticoOthone  proauo  nomen  ac- 
I  ceperat .  Natus  eft  Inuorio  in  pago  ad 

_  Verbanum  lacum.magnis  quidem  na- 

talibus ,  fed  patrimonio  tenui ,  &  turn  aded  afflidis 
totius  familix  fortunis ,  vt  quatuor  tantum  &  plane 
ignobilium  vicoru  dirione,  propinqui  Proceres  ma- 
iorum  fuorum  nomen  tueretur.Hi  fuere.Inuorium, 
Maffinum,Vergantum,&Olegium:fedfundos  eriam 
peramplos  Mediolani  extra  portam  Iouiam  a  Sulta- 
no  Vicecomite  emptos  conftat .  Frequentibus  enim 
Barbarorum  irruptionibus ,  &  ciuili  prxfertim  bello, 
cunda  apud  Infubres  conturbata  proftrataque  erant, 
vt  non  mirum  fit ,  tantas  opes  in  publica  calamitate 
corruiffe.  Sunt  qui  ex  genitura.propter admirabiles 
fideru  concurfus,  imperiu  ei  a  Mathematicis  prxnun 
tiatum  fuiffe  alfeuerent.  Venim  ipfe  repudiatis  pror- 
fus  Aftrologis.id  vnum  pro  infignioftento  iocabun 
dus  accepit,  quod  Vicecomite  Placentino, Mediolani 
Prxtore  (qui  turn  erat  fupremx  poteftatis  magiftra- 
tus)& Othone  Cxfare  imperante.in  luce  effet  editus. 
Enituit  fatis  mature  in  adolefcen te  i n genium  alacre, 
prxaltu)ardens,  &  quod  mirabile  erat,  graui  prudetia 
temperatum :  acceiferat  corporis  atque  oris  dignitas 
maxime  excellens.  ftatura  enim  erat  excel  fa,  &  nexu 
neruorumlongeiirmiflima:pedoreautem  lato  atque 
extant i,  &  radiolis  prxgrandibufque  oculis.eloquen- 
tia  vero'  illuftri.exquifitifque  literis,quu  oportercf,ad 
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instruction  of  his  stepfather.  In  1524,  at  the  age  of  twenty-one  he 
took  over  the  paternal  printing  office,  Colines  having  set  up  another 
shop  close  by;  and  soon  after  he  married  Perrette,  the  daughter  of 
Jodocus  Badius.  His  wife  was  a  thorough  scholar,  and  they  worked 
together  editing  the  many  Greek  and  Latin  classics  which  he  printed. 
Latin,  in  fact,  was  the  language  of  the  Estienne  home,  spoken  even 
by  the  servants  and  the  children. 

Robert  Estienne  attained  fame  by  compiling,  with  the  assistance 
of  others,  dictionaries  of  the  Latin,  Greek,  and  Hebrew  languages, 
works  which  were  soon  adopted  by  most  of  the  universities  of 
Europe  and  which  unfortunately  were  pirated  by  unscrupulous 
printers.  His  ability  as  a  scholar  was  equaled  by  his  success  as  a 
typographer.  His  books,  many  of  them  printed  with  types  designed 
by  Claude  Garamond  and  with  borders,  initials  and  ornaments  en¬ 
graved  by  Geofroy  Tory,  are  extremely  beautiful.  The  happy  com¬ 
bination  of  the  efforts  of  these  three  artists  may  be  seen  in  the  page 
of  Paolo  Giovio’s  Vitae  duodecim  vicecomitam  Mediolani  prin - 
cipum  of  1549  reproduced  on  page  329.  He  strove  for  accuracy  even 
more  than  for  beauty.  To  attain  this,  so  it  is  said,  he  was  accustomed 
to  hang  up  his  proof  sheets  in  the  streets  by  his  shop,  and  near  the 
university,  and  to  offer  a  reward  to  anyone  who  could  discover  an 
error  in  them.  His  typographic  ability  was  recognized  by  his  title, 
“Printer  to  the  King  for  Hebrew,  Greek,  and  Latin.” 

Robert  Estienne,  then,  during  the  twenty-six  years  in  which  he 
worked  in  Paris,  produced  many  beautiful  and  scholarly  books  and 
this  in  spite  of  the  fact  that  he  was  hampered  by  an  irritating  quar¬ 
rel.  During  his  lifetime  the  University  of  Paris,  though  the  largest 
in  Europe,  was  steadily  declining  both  in  numbers  and  in  learning. 
The  faculty  of  the  Sorbonne  was  gradually  being  filled  by  doctors 
who  attempted  to  conceal  their  ignorance  by  attaining  a  reputation 
for  orthodoxy.  The  Greek  and  Roman  classics,  for  example,  some 
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of  the  doctors  denounced  as  pagan,  while  they  stoutly  maintained 
that  “a  knowledge  of  the  Greek  and  Hebrew  languages  would  op¬ 
erate  to  the  destruction  of  all  religion.”  Robert  Estienne  printed  a 
number  of  editions  of  the  Bible  in  Latin,  in  Greek  and  in  Hebrew. 
Besides  introducing  the  verse  division  which  is  still  retained  in  the 
King  James  and  Douai  versions,  Estienne  employed  the  critical 
method  to  restore  the  text  and  made  free  use  of  the  emendations 
and  notes  of  the  humanist  scholars,  especially  those  of  Erasmus. 
This  aroused  the  enmity  of  the  doctors  of  the  Sorbonne,  who  thun¬ 
dered  against  him  in  their  pulpits  but  who,  when  called  upon  to 
point  out  specific  errors  in  Estienne’s  editions,  were  seldom  able  to 
prove  anything  but  their  own  inability  to  translate  Greek.  With  the 
aid  of  the  King,  Francis  I,  a  patron  of  typography  and  Renaissance 
learning,  Robert  Estienne  was  able  to  defy  the  faculty  of  the  Sor¬ 
bonne,  but  on  the  death  of  his  supporter,  fearing  persecution,  he 
fled,  in  1550,  to  Geneva  which,  ruled  over  by  John  Calvin,  had 
become  the  refuge  of  many  scholars.  Here  he  set  up  his  press  and 
continued  to  issue  books  of  the  same  high  character  until  his  death 
in  the  year  1559. 

The  two  brothers  of  Robert  played  less  important  roles  in  the 
history  of  Parisian  printing.  His  elder  brother,  Francois  Estienne, 
was  a  publisher  who  sold  the  books  of  his  stepfather  and  brothers. 
Francois  seems  to  have  shared  Robert’s  love  of  intellectual  freedom, 
for  in  1542  he  was  ordered  to  surrender  certain  prohibited  books 
found  in  his  possession.  He  died  in  1553.  Charles  Estienne,  the 
younger  brother  of  Robert,  was  born  about  1504.  After  a  thorough 
classical  training  he  studied  medicine  and  became  a  docteur-regent 
to  the  faculty  of  medicine  of  the  University  of  Paris.  Famous  for  his 
learning,  he  attracted  many  pupils.  He  compiled  also,  usually  from 
material  gathered  from  ancient  authors,  works  on  medicine,  agri¬ 
culture  and  pedagogy.  As  the  Estiennes  labored  under  royal  dis- 
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pleasure  after  Robert’s  flight  to  Geneva,  Henry  II  did  not  confer 
the  title  of  Royal  Printer  of  Greek  upon  Charles,  but  gave  it  to 
Adrien  Turnebe,  to  whom  Charles  was  compelled  to  turn  over  the 
matrices  of  the  royal  Greek  types.  When  Turnebe  retired  in  1555, 
Guillaume  Morel  succeeded  him  as  royal  printer  and  held  that  office 
until  his  death  in  1564.  Charles  Estienne,  however,  was  allowed  to 
take  charge  of  the  family  printing  office  in  1551  as  guardian  for 
Robert’s  children  and  was  permitted  to  assume  the  rather  colorless 
title  of  “Printer  in  Ordinary  to  the  King.”  He  suffered  business 
reverses,  however,  and  in  1561  became  bankrupt.  He  died,  so  it  is 
said,  in  1564,  in  prison  where  he  was  incarcerated  either  because  of 
his  religion  or  for  debt. 

The  fortunes  of  the  other  members  of  the  Estienne  family  are 
somewhat  outside  the  scope  of  this  chapter.  Henri  (usually  called 
Henri  II),  the  son  of  Robert,  was  a  precocious  child.  After  com¬ 
pleting  his  education  at  an  early  age  he  traveled  through  Europe 
gathering  manuscripts  and  conversing  with  learned  men.  At  the 
death  of  his  father  he  took  charge  of  the  printing  press  at  Geneva 
and  produced  numerous  editions  of  the  classics,  many  of  them  edited 
by  himself  with  the  help  of  newly  discovered  manuscripts.  In  1572, 
after  many  years  of  labor,  he  produced  his  great  Thesaurus,  a  dic¬ 
tionary  of  the  Greek  language  which  is  still  used  by  scholars.  His 
satire,  An  Apology  for  Herodotus,  or,  A  Treatise  on  Ancient  and 
Modern  Marvels,  was  popular  with  readers  but  was  little  relished 
by  the  Consistory  of  Geneva.  The  publication  in  1578  of  his  satirical 
Dialogues  so  aroused  the  consistory  that  he  decided  to  leave  the 
country  for  his  own  safety.  He  remained  an  exile  and  wanderer 
until  his  death  in  the  year  1598. 

Besides  Henri,  Robert  Estienne  had  two  other  sons.  Robert  II 
succeeded  to  the  office  of  printer  to  the  king  after  the  retirement 
of  his  uncle  Charles.  He  died  in  1571.  Francois  II,  the  remaining 
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son,  printed  both  at  Paris  and  Geneva,  and  his  descendants  followed 
the  printing  trade  until  late  in  the  seventeenth  century. 

Simon  de  Colines  may  in  many  respects  be  considered  a  member 
of  the  Estienne  family.  An  associate  of  Henri  Estienne,  the  husband 
of  his  widow  and  the  instructor  of  his  son,  he  left  his  impress  upon 
Estienne  typography.  He  is  said  to  have  designed  the  first  good 
Greek  type  with  accents  and  also  a  beautiful  italic,  both  types  appear¬ 
ing  in  his  books  in  1528.  The  books  which  he  printed  are  for  the 
most  part  small  quarto  and  octavo  editions  of  the  Greek  and  Latin 
classics,  cheap  in  price  but  tasteful  and  workmanlike  in  execution. 
In  this  and  in  his  successful  use  of  roman  type  in  books  where  more 
conservative  printers  still  employed  black-letter,  Colines  was  a  typo¬ 
graphic  reformer  bringing  to  Paris  the  best  features  of  the  books  of 
the  Aldine  Press.  He  was,  on  the  other  hand,  no  servile  imitator  of 
the  Venetian  printers.  There  is  a  certain  delicacy  of  execution  and  a 
tendency  to  variety  in  the  books  of  Colines  that  is  distinctly  French 
in  tone.  This  may  be  seen  by  a  comparison  of  the  title  pages  of 
Colines,  sometimes  plain,  sometimes  decorated  with  exquisite  wood- 
cut  borders,  with  the  set  pattern  of  the  Aldine  title  page.  Frequently 
his  works  are  illustrated  with  excellent  wood  engravings,  examples 
of  which  may  be  found  in  his  books  of  hours  or  in  the  De  dissec - 
tione  partium  humanae  corporis  by  Charles  Estienne  (1545),  the 
author  of  which,  it  would  seem,  preferred  to  have  his  stepfather 
rather  than  his  brother  print  his  scientific  works.  Simon  de  Colines 
continued  the  exercise  of  his  craft  until  his  death  in  1546. 

Another  printer  who  was  influential  in  changing  French  typog¬ 
raphy  from  the  ornate  black-letter  to  the  magnificent  roman  of  the 
Golden  Age  was  Michael  Vasco san,  printer  to  the  king.  His  books, 
such  as  the  Caesar  of  1543,  are  plainer  and  more  Italianate  than 
those  of  Colines,  but  his  type  is  excellent  and  his  maps  and  illustra¬ 
tions  are  noteworthy.  He  died  in  1547. 


O  RO  NTI  I 

FINAEI  DELPHINATIS, 
REGII  M  ATHEMATI. 
CARVM  LVTETIAE 
PROFE  SSORIS, 

Quadratura  Circuli,  tandem  inuen; 

ta  6c  clariffime  demonftrata. 

De  circuli  menfura,  6c  ratione  circuferentia?  ad 
diametrum,  Demonftrariones  du^. 

Demultangularu  cmniu  6c  regulariu  figuraru 
defcriptione,  Liber  hadenus  defideratus. 

De  inuenienda  longicuainis  locorum  differetia, 
alirer  quam  per  Lunares  cclipfes ,  etiam  dato 
quouis  tempore, Liber  admodum  iinguiaris. 

Flanilphzerium  geographicum,quo  turn  longi* 
tudinis  atq;  latitudims  different, turn  diredas 
locorum  deprehenduntur  ciongationes* 

mi 

LVTETIAE  PARISIORVM, 

Apud  Simonem  Colinxum„ 

I  f  4  4- 

Cum  priuilegio  Regis. 

y irefcit  uulnere  uirtus. 
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No  account  of  this  period  in  French  typography  would  be  com¬ 
plete  without  a  mention  of  Jodocus  Badius  Ascensius  (1462-1533), 
the  father-in-law  of  both  Robert  Estienne  and  Michael  Vascosan. 
His  typography,  though  excellent,  does  not  compare  with  that  of 
his  sons-in-law,  and  his  reputation  rests  chiefly  upon  his  scholarship. 
He  edited  with  comment  the  editions  of  the  classics  which  he 
printed  and  wrote  a  life  of  Thomas  a  Kempis  and  a  famous  satire 
on  the  follies  of  women,  Navicula  stultarum  mulierum.  Today  he 
is  best  known  by  the  woodcuts  which  appear  on  his  title  pages  show¬ 
ing  scenes  in  an  early  printing  office. 

There  were  numerous  other  printers  during  this  period  who 
brought  out  books  which  were  at  once  scholarly  and  beautiful. 
Gilles  de  Gourmont  first  printed  in  1507  and  1508  respectively 
books  in  Greek  and  Hebrew,  with  the  editorial  co-operation  of 
Francois  Tissard.  Chretien  Wechel,  apparently  a  native  of  Basel, 
was  an  able  printer  of  scholarly  works.  Conrad  Neobar,  who  began 
printing  in  1538  and  died  in  1540,  gave  promise  of  a  brilliant  career 
as  a  printer  of  Greek.  Maittaire  quite  properly  says  that  there  was 
scarcely  any  typographer  who  practised  the  art  for  so  short  a  period 
and  attained  so  much  credit  in  it.  Other  printers  of  distinction  were 
Pierre  Vidouve  and  Gerardus  Morrhius. 

The  brothers  Gryphe,  or  Gryphius,  whose  printer’s  mark  of  the 
griffin  is  well  known,  printed  in  two  different  cities;  Franciscus 
working  at  Paris,  Sebastien  at  Lyons. 

Charlotte  Guillard  was  the  first  woman  printer  of  importance. 
Widow  successively  of  two  printers,  Berthold  Rembolt  and  Claude 
Chevallon,  she  operated  in  Paris  an  office  with  the  motto  of  sub 
sole  aureo .  Studious  of  accuracy  in  her  books,  she  printed  up  to 
1556,  the  year  of  her  death.  According  to  her  own  account,  she 
worked  in  the  typographic  profession  for  fifty-four  years. 

Etienne  Dolet,  the  printer-martyr  in  the  cause  of  a  free  press, 
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was  several  times  jailed  for  expressions  in  print  which  were  dis¬ 
pleasing  to  constituted  authority.  In  1544,  after  liberation  from  a 
Paris  prison,  to  which  he  had  been  committed  on  a  charge  of  con¬ 
travening  religion,  he  promised  to  be  a  good  Catholic.  But  we  find 
him,  the  following  year,  accused  of  atheism  and  condemned,  at 
the  early  age  of  thirty-seven,  to  be  burned.  As  a  special  concession 
to  humanity,  however,  he  was  strangled  before  his  body  was  com¬ 
mitted  to  the  flames  on  August  3,  1546. 

We  now  come  to  one  who  was  perhaps  the  most  versatile  man 
ever  associated  with  the  craft  of  printing.  Born  about  1480,  Geofroy 
Tory  studied  both  at  Bourges  and  in  Italy  and  later  became  a  pro¬ 
fessor  of  philosophy  and  an  editor  of  the  classics.  His  spare  time  he 
spent  engraving  ornamental  letters,  designs,  and  borders,  at  which 
he  was  so  successful  that  about  1515  he  gave  up  his  professor’s  chair 
and  devoted  himself  exclusively  to  graphic  arts.  Tory  combined  the 
erudition  of  a  scholar  with  the  genius  of  a  true  artist. 

In  1523  he  began  a  work  which  was  an  expression  of  two  of  his 
many  interests.  One  of  the  manifestations  of  the  spirit  of  national¬ 
ism  which  was  growing  strong  in  the  sixteenth  century  was  a  new 
concern  for  the  vernacular  tongue.  Tory  opposed  those  who  were 
introducing  Latin  words  into  French.  He  was  also  desirous  of  re¬ 
ducing  French  spelling  into  what  he  considered  a  logical  system. 
Among  his  permanent  reforms  were  the  introduction  of  the  accent, 
apostrophe,  and  cedilla  into  French  orthography.  Again,  Tory  de¬ 
sired  to  improve  type  design.  He  believed  that  the  shapes  of  all 
roman  capital  letters  were  derived  from  the  different  parts  of  the 
human  body  and  that  the  ideal  letter  must  coincide  with  these 
proportions.  In  1529  Tory  published  his  great  work,  the  Champ - 
fieury.  In  the  first  of  the  three  books  into  which  the  work  is  divided 
he  extols  the  French  language  and  suggests  improvements  in  its 
spelling,  and  in  the  second  and  third  books  he  propounds,  with  the 
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LA  %ure  cy  pres  deSignee  U  fa  ide  de  tc  1  ,aucc  huifc  oete,  eft  de  dix  corps 
en  QuarreXcft  a  dire>auffi  large  que  haulte*  Le&Grammairiens,  8c  mefs 
mement  felon  Prifciancn  fori  Premier  liure  ou  il  traide  De  titeramm  potcftas 
te,difent  quelle  neft  pas  lettre,  mais  la  siote8c  enfdgne  poor  momftrer  quant 
quelque  vocale,ou  lune  de  fes  quatre  confones,C*P  >K*V  .doibt  dire  prontU 
ceegralfe  8c  a  plaine  yoix  yenant  du  profond  de  idlomacjceluy  Prifrisn  dit* 
«  H.autem  afpirationis ell  nota,& nihil  aliud liabet liters?, nili fi'guram,  8c  quod 
in  vfufcribft  inter  alias  l?as*Ceft  a  direj-Left  lanotedeiafpirado,8£  na  aultre 
chofeddicace  de  lettre,fi  non  la  figure, &  aufll  que  par  vfage  eile  eft  cfcripte* 

H,a  ft  peu  de  vcrfcus  auec  ies  vocales,q  ft  on  len  ofte,  te  fens  ne  (era  point 
diminae* mais  ouy  bien  dauec  leftufdides  quatre  confones*  C *P  »R*T ♦ 
Exempiedes  vocalesXrenmus^OratmsjBxempiedefdides  cofones»  Cremes 
pour  ChremcsJEta  cefte  caufecomme  dit  Prifdan  au  fufdid  lieu  allegue,  leg 
Grecs  ont  faid  ccs  Cu(di&ts  confones  afpirees ♦  C ar  pour  T  ilz  ont  faid  © » 
pour  Ph*$«pour  Ch»XXe  Rho  na  point  efte  mucde  fafi'gtire,  mais  ilpretfus 
luy  vnedemye  croix  en  lettres  mamfcules,ou  vtigpomt  corbe  en  lettre  courat 
qui  denote  la  dide  afpiration*  come  on  peult  cleremd  veoir  cs  impreCQons  du 
feu  bon  imprimeur  Aide,  que  D  icu  abfoille* 

i>  4  Vlus GeUius auJIIXhapiftreduSegodliuredcfesnuytsAttiques dit, 

v  x\que  H  *a  efte  mife  des  Andens  U  inferee  es  didions  pour  leur  bailier  vng 
*>  fon  plus  ferme  8c  vigoreux  quant  il  dit*  H  ditera,  fiue  illam  fpiritd  magis  quani 
*>  literam  did  o  port  et, inferebant  earn  veteres  noftri  plerifq;  voribus  vexboru,  fir 
mandis  robor£difq;,vt  fonus  earum  eftet  viridior  vegetiorqj.Atqdd  videntur 
w  fectfle  ftudio  8C  exemplo  lingua:  A  tticx*  Satis  no  turn  eft  A  ttiquos  Hgov# 

«  Mult  a  itide  alia  citra  more  gentia  Gtxcix  cxtetam  infpiratis  prrnise  liters  dx> 
«  xifie  ftc, lachry mas,  fic  fp echulu,  fic  ahenu,  fic  vehemes, fic  Ichoare, fic  hellua^ 
•>  ri,  fic  hallucinari,  fic  honera  ,  fic  honufto,  dixemt.  In  his  verbis  oibus  liters  feu 
v  fpus  ifti*  nulla  ratio  vifa  eft,  nifi  vt  firmitas  8c  vigor  vocis  quaff  quibufda  ner^ 
v  uis  additis  iutederef Xeft adireXa Ire ILou fil  conuietmyeulx  la direlefperit 
;  vocal, eftoit  fouuat  iferee  des  Andes  Latins  enbeaucop  dedidiospourles  fir 
4  met  8i  roborer,afin  q  leur  fon  fuft  pi?  vertueux  8c  vigoureux*  Iceelx  Ancies  le 
faifoiet  a  limitatio  des  Athcnies,au  lagage  defqlz  lyQvv  h^ov*  8C  beaucop  de  fe 
blables  didions  eftoiet  afpirees  hors  la  co florae  des  aultres  Nations  de  Grece, 
A  iff  fufet  afpirez  L  achrym^,  fp  echula,  ahenu,  vehemes,  Ichoare,  hallucinari 
honera, 8C  honaft* ,En  ccs  vocables  fufeferipts  kfpiratio  na  efte  veue  raifonna 
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aid  of  magnificent  woodcuts,  his  theories  of  letter  design.  A  page 
from  this  celebrated  volume  is  reproduced  on  page  337. 

Tory  was  appointed  in  1530  or  1531  printer  to  the  king,  and  he 
continued  in  the  exercise  of  his  craft  until  his  death  in  1533.  He  is 

famous  as  a  scholar,  reformer  of 
spelling,  type  designer,  and  print¬ 
er,  but  as  a  wood  engraver  he  is 
preeminent.  The  delicacy  and  ex¬ 
quisite  taste  of  his  woodcut  bor¬ 
ders  and  the  beauty  of  his  mark, 
the  Pot  casse  (the  broken  vase), 
which  commemorates  the  death 
of  his  brilliant  ten-year-old  daugh¬ 
ter,  are  unsurpassed.  His  best 
woodcuts  are  found  in  the  books 
of  hours  which  he,  Colines,  and 
others  printed.  These  will  be  dis¬ 
cussed  later  in  the  chapter. 

Unlike  Geofroy  Tory,  his  ver¬ 
satile  teacher,  Claude  Garamond 
was  the  master  of  but  one  of  the 
arts  of  the  book,  but  in  that  art, 
type  designing,  he  has  few  rivals. 
In  the  design  of  his  beautiful,  clear,  and  open  roman  character,  he 
drew  upon  the  celebrated  letter  of  Jenson  and  the  less  famed  but 
meritorious  roman  of  Aldus.  But  Garamond’s  roman  was  more  con¬ 
scious  and  elegant — less  grave  and  simple.  Garamond  apparently 
cut  a  few  italics,  but  he  concentrated  on  the  roman  alphabet,  leaving 
the  supply  of  italic  matrices,  for  the  most  part,  to  Robert  Granjon, 
of  Lyons,  a  friendly  contemporary  in  the  field  of  punch-cutting  and 
matrix-making. 
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We  find  for  example  that  Plantin,  the  Antwerp  printer  who 
also  did  his  own  type-casting,  bought  matrices  for  roman  types 
from  Garamond  and  for  italic  faces  from  Granjon.  In  the  well- 
known  1592  specimen  sheet  of  the  Frankfurt  typefounder  Conrad 
Berner,  the  romans  are  ascribed  to  Garamond,  the  italics — or  “cur¬ 
sives” — to  Granjon.  These  two  great  punch-cutters  thus  appear  to 
have  made  a  friendly  division  of  the  market,  each  plowing  the  field 
of  his  own  particular  genius. 

Had  he  not  earned  immortal  renown  as  the  designer  of  one  of 
the  greatest  roman  typefaces  in  printing  history,  Claude  Garamond 
would  still  have  earned  a  premier  position  in  the  typographic  hall 
of  fame  by  his  masterful  cutting  of  the  punches  of  the  Royal  Greek 
types,  produced  under  the  patronage  of  Francis  I. 

The  story  of  these  Greek  types  is  one  of  much  interest.  We  learn 
from  a  manuscript  in  the  Bibliotheque  du  Louvre  that  the  king,  on 
October  1,  1541,  directed  payment,  through  the  hands  of  Robert 
Estienne,  of  225  livrcs  tournois  to  Claude  Garamond,  “cutter  and 
founder  of  letters”  toward  the  cost  of  Greek  punches  which  he  had 
undertaken  to  cut  and  “place  in  the  hands  of  the  said  Estienne  to 
use  in  printing  books  in  Greek.” 

The  first  size  of  the  Greek  types  to  be  completed  was  of  com¬ 
paratively  large  size,  on  a  body  about  sixteen  points  high.  It  has 
generally  been  stated  that  the  first  use  of  this  font  was  in  printing 
the  Ecclesiastical  History  of  Eusebius,  which  was  completed  at  the 
end  of  June,  1544.  However,  William  Parr  Greswell  in  1833,  in  his 
comprehensive  study  of  early  Greek  printing  at  Paris,  made  men¬ 
tion  of  an  Alphabetum  Graecum  dated  1543  as  being  the  work  “in 
which  the  royal  Greek  characters  were  first  exhibited.”  Although 
Greswell  described  this  Alphabetum  in  considerable  detail,  as  he 
could  hardly  have  done  without  a  copy  before  his  eyes,  he  did  not 
say  where  he  had  seen  it.  Auguste  Bernard,  therefore,  writing  on  the 
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Estiennes  and  their  Greek  types  in  a  monograph  published  in  1 856, 
ventured  to  doubt  that  this  Alphabetum  of  1543  actually  existed. 


Alphabetum 

Grecian. 


CVM  PRIVItEGIO  REGIS* 
PARISHS 

Ex  officina  Roberti  Stephani  typo¬ 
graphy  Regii. 

M.-D.  XLIII. 

TITLE  PAGE  OF  ESTIENNE’s  ALPHABETUM  GRAECUM,  PARIS,  1 543. 

There  seemed  to  be  good  reason  for  Bernard’s  doubts,  for  no  copy 
of  it  is  to  be  found  today  in  the  Bibliotheque  Nationale  at  Paris  or 
in  the  British  Museum  at  London,  and  no  copy  is  located  in  any  of 
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the  leading  libraries  of  the  United  States  and  Germany  so  far  as  can 
be  ascertained  from  the  union  catalogues  of  these  two  countries.  And 
Audin  could  not  find  a  copy  to  describe  in  his  recent  bibliography 
of  French  typefounders’  specimen  books. 

So  the  alleged  Alphabetum  of  1543  is  an  elusive  book,  to  say  the 
least.  I  may  be  pardoned,  therefore,  a  small  modicum  of  pride  in 
having  on  the  shelves  of  my  personal  library  a  copy  of  this  first  book 
printed  from  the  Royal  Greek  types  of  Claude  Garamond.  And  to 
guard  against  future  question  on  this  point,  the  title  page  and  two 
pages  showing  the  extravagant  calligraphic  ligatures  are  here  re¬ 
produced.  This  copy,  perfect  in  every  respect  except  that  its  margins 
have  been  much  trimmed  down,  comprises  nineteen  unnumbered 
pages.  Later  editions,  which  appeared  in  1548  and  1568,  showing 
other  sizes  of  the  Greek  type  and  containing  more  material,  are  also 
in  my  collection,  and  I  know  of  editions  of  1550  and  1554,  as  well 
as  of  the  1548  edition  in  the  British  Museum  and  other  libraries. 

These  Greek  types  of  Garamond’s,  which  were  modeled  after 
the  handwriting  of  Angelos  Verge tios,  aimed  to  reproduce  as  faith¬ 
fully  as  possible  the  best  Greek  calligraphy  of  the  period,  just  as  the 
earlier  Aldine  Greek  had  been  designed  with  the  same  object  in 
view.  But  it  has  since  been  discovered  that  there  was  Greek  writing 
before  the  fifteenth  century  and  that  it  was  executed  in  a  far  nobler 
style.  It  has  also  been  realized,  as  Robert  Proctor  so  aptly  stated  it, 
that  handwriting  can  be  translated  directly  into  the  form  of  metal 
types  “no  more  than  a  painting  can  be  translated  directly  into  a 
tapestry,  except  by  losing  in  the  process  the  best  and  most  charac¬ 
teristic  features  of  both.” 

While  Parisian  printing  during  the  early  years  of  the  sixteenth 
century  tended  to  discard  the  gothic  letter  and  to  adopt  a  more 
Italianate  style  of  printing,  in  the  books  of  hours  a  more  conserva¬ 
tive  tone  for  a  long  time  prevailed.  The  very  success  which  met  the 


•rs^r 


1i 


admonrem  qui  Chriftus  eft,peruenis 
re  valeamus,  Per  Chriftum  dominu. 
CDe  Gn<fta  Barbara.a.  Aue  virgo  Ipe 
cioG,aue  martyr  glorioG,  Barbara  e= 
gregia,patri  carnis  odioG,  Chrifto  res 
gi  gratioG,fidei  conftantia :  tua  prece 
precioG  nos  a  vita  a:runoG,  vera  due 
ad  gaudia.'jHus.  Ora  pro  nobis  beara 
Barbara.  9: .  Vt  digni  efFiciamur  pros 
mifTionibus  Chrifti.  Orado. 

INrerceflro  qua:fumus  do  mine  beas 
tx  Barbara?  virginis  6c  martyris  tuf 
nos  ab  omni  aduerfitate  defendat ,  vc 
per  interuentu  eius  gloriofum,  Gcro= 
Gndtum  corporis  &  Gnguinis  domis 
ni  noftri  Iefu  Chrifti  Gcrametum,  cu 
vera  contritione ,  6c  pura  confeflione 
antehuius  vita:  exitum  percipere  vas 
leamus,  Per  Chriftu  dominu  noftru. 
Ame.fEDe  Gn<fta  ApoloniaXVrrgo 
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nent  fuper  altare  tuum  vitulos . 
Requiem  sterna,  an.  Exultabur  dno 
bfla  humiliata.  an.  Exaudi  Pfttlmus. 

TE  decet  hymnus  deus  in  Sion,  8c 
tibi  reddetur  votu  in  Hierufale. 
E  xaudi  deus  orationem  meam,  ad  te 
omnis  caro  veniet. 

V erba  iniquorum  praeualuerunt  fu« 
per  nos,  &  impietatibus  noftris  tu  £* 

pitiaberis. 

Beatus,  quern  elegifti  &  aflumpfifti, 
inhabitabit  in  atrijs  tuis. 

R  eplebimur  in  bonis  domus  tus,(ans 
ftum  eft  templum  tuum,  mirabile  in 
squitate. 
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omniu  finium  terra, &  in  mari  longe. 
P  raparans  montes  in  virtu  te  tua:ac* 
cindhis  potentia  qui  conturbas  pros 
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efforts  of  the  French  printers  of  the  late  fifteenth  century  to  copy 
and  even  to  surpass  the  beautiful  illuminated  manuscript  prayer 
book  rendered  progress  in  the  form  difficult.  The  first  period  of 
fine  books  of  hours  was  from  the  years  1490  to  1505.  These  Horae 
have  certain  marked  characteristics.  Printed  in  gothic  type,  often 
upon  vellum,  and  resplendent  with  illustrations  and  borders,  they 
closely  resembled  the  manuscript  books  of  hours.  In  their  typog¬ 
raphy,  then,  the  early  Parisian  Horae  are  of  all  books  the  most 
typical  of  the  medieval  spirit  in  art.  In  strange  contrast  to  the  re¬ 
ligious  nature  of  the  pictures  and  text,  the  borders  contain  figures 
as  grotesque  as  the  gargoyles  which  stared  from  the  eaves  of  a 
medieval  cathedral.  The  Parisian  books  of  hours,  then,  such  as 
were  produced  in  the  last  decade  of  the  fifteenth  century  by  Philippe 
Pigouchet,  had  all  the  coarseness  and  incongruity  and  all  the  vigor 
and  freshness  which  characterized  medieval  art  and  life. 

But  after  1505  the  beauty  of  the  Horae  steadily  declined.  The 
Parisian  wood  engravers  began  to  imitate  German  models,  and  the 
borders  and  illustrations,  though  not  lacking  in  vigor,  became  over¬ 
elaborate,  unimaginative,  and  stupidly  realistic.  The  task  of  restoring 
the  book  of  hours  to  its  former  position  of  artistic  merit  was  under¬ 
taken  by  Geofroy  Tory.  In  1524,  he  published  a  prayer  book  printed 
by  Simon  de  Colines  with  borders,  initials  and  illustrations  en¬ 
graved  by  himself,  and  this  edition  was  followed  by  four  or  five 
others.  After  his  death,  however,  his  engraved  blocks  were  used  by 
other  printers  who  carefully  copied  his  typographic  arrangement. 
His  designs,  too,  were  imitated  by  other  engravers  who  were  illus¬ 
trating  Horae ,  and  as  a  result  Tory’s  influence  completely  revolu¬ 
tionized  the  printing  and  decoration  of  the  books  of  hours. 

Tory  substituted  for  medieval  ornament  a  Renaissance  form  of 
decoration.  As  may  be  seen  by  the  reproduction  of  the  pages  of  the 
Horae  ad  usum  romanum,  printed  in  1543  by  Simon  de  Colines 
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(reproduced  on  pages  344  and  345),  the  borders  by  Geofroy  Tory 
which  appear  in  them  are  refined,  balanced,  restrained,  and  some¬ 
what  frigid.  After  attempting  the  use  of  black-letter  type,  Tory 
concluded  that  only  roman  could  match  the  delicate  borders,  and 
his  decision  was  approved  by  those  who  followed  in  his  footsteps. 
The  books  of  hours  of  Tory  and  his  school  are  infinitely  superior 
to  the  elaborate  Horae  of  the  1520’s,  and  if  they  lack  the  vigor  of 
the  early  prayer  book,  they  compensate  for  that  deficiency  by  their 
elegance  and  dignity. 

The  printers  of  Paris  who,  with  the  support  of  Francis  I,  made 
the  first  sixty  years  of  the  sixteenth  century  the  Golden  Age  of 
typography  were  scholars  as  well  as  artists.  In  them  may  be  found 
an  expression  of  the  Renaissance  ideal.  They  wrote  books  as  well  as 
printed  them.  They  edited  the  classics  which  they  issued  from  their 
presses.  The  art  of  the  book,  also,  in  the  Golden  Age  was  typically  . 
renaissance.  In  sharp  contrast  to  the  French  book  of  the  fifteenth 
century  with  its  vigor,  variety,  and  naivete,  the  book  of  the  Golden 
Age  displayed  a  chaste  simplicity,  a  classical  restraint,  and  a  delicate 
refinement  which  is  typically  renaissance  in  spirit. 

The  designers  and  printers  of  these  books  were  not  copying  the 
styles  of  others,  but  were  breaking  new  ground,  and  establishing 
styles  of  rare  beauty  and  charm  which  have  inspired  the  best  book 
designers  of  the  last  three  hundred  years.  If  one  traces  back  to  its 
source  the  inspiration  of  many  of  the  finest  books  produced  in 
recent  years,  he  will  find  their  designers  under  deep  obligation  to 
the  French  practitioners  of  the  arts  of  the  book  during  this  properly 
styled  Golden  Age. 


XXIII 


Italian  Book  Illustration 


DISTINGUISHED  woodcut  illustration  is  found  in  many 
Italian  books  of  the  fifteenth  and  early  sixteenth  cen¬ 
turies.  The  work  of  the  Italian  illustrators  had  a  character 
and  individuality  of  its  own,  making  it  of  special  interest  to  the 
student  of  bookmaking  history. 

The  first  woodcut  illustrations  to  appear  in  a  book  printed  on 
Italian  soil  were  those  in  the  Meditationes  by  Cardinal  Torquemada, 
issued  from  the  press  of  Ulrich  Han  at  Rome  in  1467.  The  simple 
line  drawings  were  based  on  the  frescoes  in  a  church  at  Rome ;  the 
cutting  of  the  blocks  was  relatively  crude.  The  book  proved  a  good 
seller,  running  through  several  editions.  There  were  illustrations  in 
other  books  printed  at  Rome  during  the  remaining  years  of  the 
century,  but  none  of  sufficient  merit  to  demand  our  attention. 

The  first  illustrated  book  printed  at  Naples  appeared  in  1478 
from  the  press  of  Sixtus  Riessinger,  but  we  must  skip  to  1485  to 
find  a  noteworthy  example  of  pictorial  bookmaking.  In  this  year 
Aesop’s  Vita  et  jabulae  was  printed  at  Naples  by  three  Germani 
fidelissimi  at  the  press  of  Francesco  del  Tuppo.  The  designs  were 
enclosed  in  decorative  borders  cut  on  the  block,  which  we  will  find 
to  be  the  distinctive  feature  of  the  Florentine  book  illustrations. 
The  drawing  of  the  illustrations  was  rather  amateurish,  but  the 
borders  helped  immensely  toward  making  the  blocks  appear  effec¬ 
tively  in  the  book. 

In  De  re  militari,  by  Valturius,  printed  at  Verona  in  1472,  we 

find  illustrations  which  are  of  more  interest  to  the  student  of  mili- 
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tary  history  than  to  the  bibliophile.  The  illustrations  in  an  edition  of 
Aesop  printed  in  the  same  city  by  G.  and  A.  Alvise  in  1479  are  of 
far  greater  interest.  These  latter  blocks  are  enclosed  within  a  border 
of  type-cast  ornaments. 

While  Venice  was  typographically  the  queen  city  of  Italy,  with 
many  well-designed  books  issuing  from  its  presses,  it  was  not  until 
the  last  ten  or  twelve  years  of  the  century  that  illustrated  books  of 
any  importance  made  their  appearance  there.  While  a  number  of 
woodcuts  are  found  in  books  of  earlier  dating,  it  was  from  1488 
onward  that  the  work  of  local  illustrators  assumed  importance. 

We  then  find  illustrations  of  two  distinct  schools,  differentiated 
by  Hind  as  popular  and  classic ,  and  pointing  to  the  existence  of  two 
master  designers  at  work  in  Venice.  The  two  types  of  design  can 
be  compared  in  two  editions  of  the  Bible,  translated  from  Latin  into 
Italian  by  Niccolb  Malermi,  one  known  as  the  Malermi  Bible  of 
1490,  illustrated  in  the  popular  style,  and  the  other  the  Malermi 
Bible  of  1493,  with  woodcuts  in  the  classic  style  of  drawing.  In  both 
editions  were  numerous  small  illustrations  as  well  as  some  full  pages 
of  noble  appearance,  on  which  an  illustration,  an  ornate  border 
design,  and  a  decorative  initial  were  combined  with  type  matter. 

The  Bible  of  1490  with  the  popular  style  illustrations  was  printed 
by  Giovanni  Ragazzo  for  Lucantonio  Giunta,  an  active  and  suc¬ 
cessful  Venetian  publisher,  and  actually  proved  popular,  since  it  was 
at  least  twice  reprinted.  The  Bible  of  1493,  illustrated  in  the  classic 
style,  was  printed  by  Gulielmus  Anima  Mia  and  was  not  subse¬ 
quently  reprinted.  The  small  cuts,  which  were  scattered  throughout 
the  text  of  both  editions,  served,  as  Arthur  Hind  has  pointed  out, 
as  “sign-posts  to  help  the  reader  find  his  place  without  page  head¬ 
ings  or  index.” 

Creditably  illustrated  editions  of  Boccaccio,  Livy,  Dante,  Saint 
Jerome,  Saint  Thomas  Aquinas,  Saint  Augustine,  Voragine,  and 
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other  authors,  too  numerous  to  mention  here  in  detail,  issued  from 
the  Venetian  presses  during  the  last  decade  of  the  century.  But  two 
works  cannot  be  passed  by  without  special  notice. 

The  first  of  these  is  Petrarch’s  Trionfi,  which  appeared  in  three 
Venetian  editions  from  the  offices  of  three  different  printers,  be¬ 
tween  1488  and  1493.  Each  included  six  full-page  illustrations 
within  decorative  borders. 

The  masterpiece  of  Venetian  book  illustration,  however,  was 
the  celebrated  edition  of  the  Hypnerotomachia  Poliphili  by  Fran¬ 
cesco  Colonna,  which  was  printed  by  Aldus  Manutius  in  1499.  The 
text,  a  portion  of  which  was  later  translated  into  English  under  the 
title  of  The  Strife  of  Love  in  a  Dream,  recounted  the  love  of  Poli- 
philus  for  Polia.  The  book  was  of  little  significance  as  literature,  but 
immensely  important  for  the  quality  of  its  typography  and  illustra¬ 
tion,  and  particularly  for  the  perfect  harmony  between  these  two 
elements.  Unfortunately,  the  artist  responsible  for  the  woodcuts, 
which  are  in  the  classic  Venetian  style,  cannot  be  identified.  A  page 
of  this  remarkable  book  is  reproduced  on  page  207. 

The  Hypnerotomachia  was  the  only  illustrated  book  of  impor¬ 
tance  printed  by  Aldus,  who,  as  we  have  seen,  was  interested  pri¬ 
marily  in  the  printing  of  editions  of  the  Greek  and  Latin  classics. 
Leonardus  Crassus  of  Verona,  who  financed  the  making  of  this 
book,  must  have  been  responsible  for  Aldus  having  undertaken  the 
printing  and  publishing  of  this  “bright  particular  star”  among  the 
illustrated  books  of  all  time. 

It  should  be  added  that  some  books  of  hours  with  woodcut 
illustrations  and  decorative  borders  were  issued  during  the  last 
decade  of  the  century  by  a  number  of  Venetian  printers. 

Excellent  illustrated  books  were  printed  at  Brescia,  Vicenza, 
Verona,  Saluzzo,  Mantua,  Bologna,  and  especially  at  Ferrara  and 
Milan,  as  well  as  other  cities  of  Italy,  during  the  fifteenth  century, 
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but  book  illustration  at  Florence  was  so  notable  in  quality  and  char¬ 
acter  that  it  overshadows  the  work  done  elsewhere  and  demands, 
therefore,  special  consideration. 

The  earliest  known  illustrations  in  Florentine  books  were  cop¬ 
perplate  line  engravings,  but,  as  we  have  seen  in  Chapter  XVII, 
the  unsuitability  of  the  process  for  use  in  type-set  books  produced 
by  relief  printing  soon  led  to  its  abandonment.  Following  the  failure 
of  line  engraving  to  meet  the  requirements,  no  illustrated  books 
appeared  from  Florentine  presses  for  eight  or  nine  years,  the  few 
fully  illustrated  works  being  produced  within  the  closing  years 
of  the  century.  Other  books  contained  only  one  or  two  woodcuts. 
The  typography  and  printing  did  not  compare  in  quality  with  the 
best  of  the  work  at  Venice.  The  texts  were  usually  popular  in  char¬ 
acter;  romances,  plays,  poetry  and  the  like — picture  books  made 
for  the  common  people,  which  were  read  and  re-read  to  the  point 
of  discard,  with  the  consequence  that  many  of  them  have  become 
exceedingly  rare. 

That  many  of  the  Florentine  books  were  printed  anonymously 
has  placed  certain  obstacles  in  the  path  of  their  study,  but  exami¬ 
nation  of  the  types  used  has  resulted  in  attributing  to  Bartolommeo 
di  Libri,  whose  name  appears  in  only  eight  known  volumes,  over 
a  hundred  editions  typographically  unsigned. 

It  seems  evident  that  the  woodcutting  shops  or  studios  were 
independent  of  the  printers,  since  some  blocks  appear  in  the  books 
of  more  than  one  printing  office.  Whether  the  designers  were  iden¬ 
tified  with  the  cutters  or  not  cannot  be  certainly  determined. 

The  Florentine  book  illustrations  have  in  common,  almost  with¬ 
out  exception,  one  characteristic  feature :  a  decorative  border  on  four 
sides,  cut  on  the  block.  This  frame  lends  them  charm  as  well  as 
individuality. 

In  drawing,  these  illustrations  are  graphic  and  spirited,  showing 
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them  to  be  the  work  of  artists  who  were  true  illustrators,  to  a  degree 
not  previously  observed.  Authorities  see  in  them  the  style  of  great 
artists  of  the  period,  such  as  Botticelli  and  Ghirlandaio,  but  the  best 
opinion  assigns  their  authorship  to  lesser  artists  working  under  the 
tutelage  and  influence  of  these  masters.  There  is  some  evidence  to 
support  the  attribution  of  design  of  many  of  the  fifteenth-century 
woodcuts  to  Bartolommeo  di  Giovanni,  who  is  known  to  have  col¬ 
laborated  with  Ghirlandaio  on  several  of  the  latter’s  paintings.  But 
we  can  as  yet  make  no  certain  statements  regarding  the  obviously 
talented  authorship  of  these  illustrations. 

Dr.  Paul  Kristeller,  author  of  a  two-volume  work  on  Florentine 
woodcut  illustrations,  thus  evaluates  their  artistic  merit:  “As  the 
Athenian  Lecythoi  stand  foremost  amongst  the  Greek  vases,  so 
amongst  Italian  book-illustrations  stand  out  the  Florentine  engrav¬ 
ings  used  in  books  of  the  Quattrocento.  Those  relics  of  ancient 
Greek  painting  owe  their  surpassing  importance  to  the  fact  that 
they  are  all  which  remain  to  us  to  represent  it,  but  the  beauty  of  the 
Florentine  woodcuts  is  not,  I  think,  less  attractive  because  we  may 
still  enjoy  the  large  frescoes  and  other  paintings  of  contemporary 
Florentine  artists.  Never  again,  I  am  sure,  has  art,  with  all  its  re¬ 
finements  of  technique,  reached  in  book  illustrations  the  same  pitch 
of  artistic  perfection  which,  with  all  their  unpretentious  simplicity, 
the  best  woodcuts  in  the  Florentine  books  of  the  Quattrocento,  the 
true  golden  age  of  Italian  art,  never  fail  to  exhibit.” 

A  special  group  of  Florentine  publications  were  the  rappresen- 
tazioni,  or  sacred  plays,  which  were  acted  on  certain  saints’  days. 
The  individual  plays  could  be  printed  in  booklets  of  eight  to  twelve 
pages,  but  public  demand  required  that  they  be  illustrated.  Those 
issued  during  the  last  decade  of  the  fifteenth  century,  all  lacking 
date  and  signatures  of  printer  or  publisher,  have  a  charm  and  sim¬ 
plicity  which  have  led  to  their  high  esteem  by  present-day  biblio- 
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philes.  Many  are  exceedingly  rare.  As  a  matter  of  fact,  out  of 
eighty-five  known  rappresentazioni ,  the  originals  of  only  about 
fifty  have  been  preserved  to  us. 

Since  we  cannot  discuss  all  the  Florentine  books  or  pamphlets 
issued  before  the  close  of  the  fifteenth  century  and  during  the  first 
two  decades  thereafter,  we  will  deal  with  a  few  of  the  outstanding 
issues  from  the  viewpoint  of  illustration.  The  most  ambitious  under¬ 
taking  was  the  edition  of  E pistole  e  Evangile  published  in  1495  by 
Piero  Pacini  and  printed  by  Morgani  and  Petri,  which  was  illus¬ 
trated  with  upwards  of  a  hundred  and  fifty  woodcuts,  many  of 
which  are  of  great  interest.  Another  volume  of  importance  was  the 
same  publisher’s  Morgante  maggiore,  by  Luigi  Pulci,  printed  by 
Societas  Colubris,  and  illustrated  by  just  short  of  a  hundred  and 
fifty  woodcuts  in  the  finest  light-line  manner,  depicting  scenes  from 
the  poem.  Two  of  these  scenes  are  reproduced  on  page  354. 

A  book  announced  by  its  title  as  dealing  with  the  game  of  chess, 
the  Libro  di  giuoco  di  scacchi,  by  Jacobus  de  Cessolis,  pictured  in  its 
woodcuts  the  various  activities  of  man.  The  frontispiece  to  the  book, 
though  somewhat  inexact  in  perspective,  has  a  vigor  and  charm  not 
often  found  in  woodcuts  of  the  period.  This  book  was  printed  by 
Miscomini  in  1494,  modern  style. 

Two  scenes  depicting  the  life  of  the  day,  here  reproduced  on 
page  355,  figured  among  the  interesting  woodcuts  illustrating  the 
Contrasto  di  carnevale  e  quaresima,  unsigned  typographically,  and 
the  earliest  edition  not  dated,  though  evidently  printed  in  the  fif¬ 
teenth  century.  The  only  copy  of  this  known  to  Dr.  Kristeller  is 
now  in  the  British  Museum. 

Action  pictures  of  the  finest  kind  illustrated  the  Quadriregio 
by  Frezzi,  published  in  1508  by  Pacini.  There  is  evidence  that  more 
than  one  printer  worked  on  this  book,  part  of  which  at  least  was 
produced  in  the  office  of  Filippo  Giunta.  In  my  own  opinion,  this 
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is  one  of  the  great  illustrated  books  of  early  printing  history,  and 
I  hope  I  may  some  day  have  opportunity  of  issuing  a  complete  fac¬ 
simile  of  one  of  the  three  known  copies,  two  of  which  are  in  the 
British  Museum,  the  other  being  in  the  Biblioteca  Corsiniana  at 
Rome.  He  who  will  attentively  examine  the  two  woodcuts  repro¬ 
duced  on  page  357  will  realize  that  their  designer  took  one  step 
nearer  to  the  convincing  representation,  in  a  printed  book,  of 
human  activity. 

The  blocks  in  the  Florentine  books  were  used  again  and  again 
in  editions  of  the  more  popular  titles  but,  about  the  mid-point  of 
the  sixteenth  century,  the  standard  of  printing  and  illustrating 
started  on  a  decline.  The  anonymous  artists  and  woodcutters  of  Flor¬ 
ence  had,  however,  written  on  a  bright  page  in  the  chronicle  of 
bookmaking  a  record  of  achievement  which  will  never  be  erased. 


XXIV 


The  Indomitable  Plantin 


"HE  name  of  Christopher  Plantin  is  perhaps  known  to  more 
people  not  identified  with  the  bookmaking  craft  than  that  of 
any  other  early  printer,  with  the  possible  exception  of  Guten¬ 
berg.  Apart  from  the  record  of  his  distinguished  career,  this  is  due 
to  the  existence  in  Antwerp  of  a  physical  monument  of  great  popu¬ 
lar  interest:  the  Plantin-Moretus  Museum,  in  which  has  been  pre¬ 
served  and  is  now  exhibited  the  equipment  of  a  sixteenth-century 
printing  office.  To  this  museum  printers  from  all  over  the  world 
make  pilgrimage,  for  nowhere  else  is  to  be  seen  so  comprehensive 
an  exhibit  of  early  printing  methods.  The  museum  is  also  visited  an¬ 
nually  by  thousands  of  sightseers  who  find  the  ancient  workrooms 
of  compelling  human  interest. 

A  printer  of  great  achievement  and  great  misfortunes  was 
Christopher  Plantin,  the  Frenchman  who  won  a  place  in  the  typo¬ 
graphic  hall  of  fame  by  his  work  in  the  Flemish  city  of  Antwerp. 
Born  about  1514,  he  learned  the  art  of  printing  and  bookbinding 
at  Caen.  Because  of  limitations  on  religious  freedom  in  France, 
Plantin  left  Paris  in  1548  and  settled  in  Antwerp. 

There  were  many  printers  then  at  work  in  Antwerp,  and  the 
prospects  in  this  field  did  not  look  bright.  So  Plantin  opened  a 
shop  where  he  sold  prints  and  books,  while  his  wife  sold  haber¬ 
dashery  “on  the  side.”  To  employ  his  spare  time  he  did  bookbinding 
and  decorated  jewel  boxes.  He  established  an  excellent  reputation 
for  work  of  this  character  but,  just  as  fortune  prepared  to  smile  upon 
him,  he  had  a  tragic  mishap.  Mistaking  him  on  a  dark  night  for 
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someone  else,  a  ruffian  stabbed  him  in  the  arm  and  so  disabled 
him  that  he  could  not  again  handle  gilding  tools. 

Plantin  thus  had  to  make  a  new  start  in  a  somewhat  different 
field  and  determined  to  try  his  luck  at  publishing.  Starting  in  1555, 
in  a  very  small  way,  he  issued  more  and  more  books  each  year, 
many  of  them  being  publications  of  considerable  merit.  Among 
them  were  a  Latin  Bible,  texts  in  Greek  and  Latin,  and  a  quadri- 
lingual  dictionary.  He  had  meanwhile  begun  to  print  books  as  well 
as  to  publish  them. 

Again  Plantin  was  prospering,  but  the  old  specter  of  religious 
intolerance  which  he  had  fled  France  to  escape  again  raised  its  head. 
In  1562  the  authorities  ordered  search  for  the  printer  of  an  un¬ 
orthodox  prayer  book,  and  it  was  found  that  the  book  had  been 
produced  in  Plantin’ s  office,  although  without  his  knowledge.  Being 
forewarned,  our  unlucky  printer  decamped  abruptly,  going  to  Paris, 
in  which  city  he  remained  for  twenty  months.  When  he  finally 
returned  he  found  his  business  ruined ;  even  his  household  furnish¬ 
ings  had  been  sold  at  auction.  In  the  words  of  the  Salvation  Army, 
Plantin  was  down  but  not  out !  Again  he  put  his  hand  to  the  plough. 

Four  men  backed  Plantin  in  the  re-establishment  of  his  printing 
office.  This  time  he  managed  to  ingratiate  himself  with  both  church 
and  state  and  was  able  to  work  without  interruption.  Perhaps  he 
had  found  that  heresy  did  not  pay.  The  enterprise  now  prospered 
to  a  remarkable  degree,  and  Plantin  was  able  to  commission  types 
from  the  most  renowned  punch-cutters  in  Europe.  In  three  short 
years  he  gathered  a  fine  typographical  equipment,  as  is  evidenced 
by  the  specimen  book  which  he  issued  in  1567. 

Honors  were  now  heaped  on  Plantin  in  quick  succession.  In 
1570  he  became,  by  appointment,  printer  to  King  Philip  II  of  Spain 
and  through  Philip’s  influence  obtained  from  the  Holy  See  at  Rome 
a  monopoly  of  printing  the  liturgical  books  used  in  all  the  countries 
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under  the  rule  of  the  Spanish  monarch.  He  was  invited  to  Paris 
by  the  king  of  France  and  was  offered  special  inducements  by  the 
duke  of  Savoy  to  establish  a  printing  office  at  Turin.  But  he  “stuck 
to  his  last”  and  not  only  he,  but  all  the  members  of  his  family, 
labored  to  build  up  the  business.  It  is  related  that  his  youngest 
daughters  were  taught  to  read  copy  to  the  proof  correctors  at  as 
early  an  age  as  twelve — often  on  books  in  foreign  languages. 

Plantin’s  ambition  was  to  make  his  the  greatest  printing  office  in 
the  world,  and  he  certainly  realized  his  ambition.  By  1570  the  insti¬ 
tution  was  one  of  the  show  places  of  Europe.  Twenty-two  presses 
were  working  continually  and — as  one  writer  recorded  with  con¬ 
siderable  awe — 2,200  crowns  daily  were  paid  as  wages  to  the  work¬ 
men.  The  plant  outgrew  the  four  houses  it  occupied,  and  Plantin 
was  soon  under  necessity  of  purchasing  the  property  which  has  been 
preserved  to  the  present  day  as  the  Plantin-Moretus  Museum,  to 
which  reference  has  already  been  made. 

The  crowning  glory  of  Plantin’s  printing  career  was  the  pro¬ 
duction  of  his  Polyglot  Bible.  This  was  a  project  that  he  had  long 
hoped  to  execute.  The  text  was  to  run  parallel  in  four  different  lan¬ 
guages:  Latin,  Greek,  Hebrew,  and  Chaldaic.  To  make  possible  the 
production  of  the  six  projected  volumes,  Plantin  sought  a  subven¬ 
tion  from  the  king  of  Spain  which,  after  much  deliberation,  was 
granted,  the  king  promising  an  advance  of  6,000  ducats  with  the 
understanding  that  he  was  to  receive  equivalent  value  in  copies  of 
the  completed  book. 

Like  so  many  other  projects,  when  the  printer  has  his  heart  in 
the  work,  this  one  grew  more  ambitious  as  it  went  along.  The 
six  volumes  became  eight,  and  the  cost  ran  much  higher  than  had 
been  anticipated.  The  edition,  produced  in  the  years  from  1568 
to  1573,  consisted  of  1,200  copies,  divided  up  in  much  the  manner 
of  a  French  limited  edition  of  the  present  day. 
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CAP.  T. 

JEc  nomina  filidrumftftael,  qui 
ingrefti  ftunt  in  Aigyptum  cum 
Iacob  patre  eorttm j  <xmufquiftq 
cum  domibus fuis  tntroienint. 
s  RubenJiymeon,Leui3lucLus 
iftfacbar,'Labulon,fsr  rBenia- 
min,  *  Dan ,  ft)  9($phtbali,  Gad  ^  After.  lofeph 
dUtem  er At  inMgypto.  *  Brant  autem  omnes  an\m&  } 
qua  egrejfte ftunt  ex  Iacob,  quinque  & fteptuagmta. 

*  Mortuus  ejl  autem  Jofepb,  omnes ftatres  t- 

uu,^  omnis  generatio  ilk)<At  fitijffraelcreuerut 
(eftmultiplicati  ftmt,&  abundant  es  ftuerunt,et  in- 
valuer unt  njaldie  nimis .  multiplicand  autem  terra 
idoSi  iSttrrexit  autem  rex  alter  ftuper  Aegyptu,qui 
»on  cognoftcebatfcfepbS  Dixit  autem  genu  ftua :  Ecce 
gens  filiortim  Jfrael  magna  valdemuhitudo,ct  pra- 
valet ftupernos.  *Venite  ergo fapienter  op  prim  am  tn  »° 
toSytie  forte  mult  ip  licet  ur:  &  quando  accident  no¬ 
bis  bel!um,addentur  &•  iJU  adaduerfkrios:  &  de- 
belUntes  nos,egredientnr  de  terra.  *Et praftecit  eis  1 1 
praftrflos  operumpvt  affhgerent  cos  in  operibus.  & 
stdiftcauerunt  ciuitates  munitas * Tharaoni ,  &Pbi- 
thon}  Ramejftes,  &  On ,  qua  eft  Heliopolis. 

*  Quanto  autem  eos  humiliabani  ,  tantoplures 11 

fie  bant :  ft)  mualuerunt  aialde .  &  abomination 
nem  babuerunt  Aegyptij  k  ftliisjftrael.  *  Et  op- »  j 

prejferunt  Aegyptij  filios  fjrael  nnx  4  Et  aftfhxe- 

runt  eorum  vitam  in  openbus  dvris  in  luto  ft)  In¬ 
terim  ,  O'  omnibus  operibus  qua  in  agrit  ,ftecm - 
dim  omnia  opera  quibus  in  feruitutem  redegerunt 
eos  cum ri.  *  Et  ait  rex  Aegyptiorum^ olftetricibus  »5 
Hebraontm.  <~vni  earu  erat  nomen  Sefhora,  <&  no* 
men  fecund*  Vbua:  *  St  ait  illis:  Quando  obfic-  *  * 

tricabitu  Hebraas,et  fuerint  adpariendum,  ft  qui- 
dm  majculus fueritjnterficite  ilium :  ft  autem  ftcc- 
mina,refteruate  illam.  *Timuerunt  autem  obfietrices « j 
Dsum,  O1  n°n  fecerunt  ftcut  pracepit  Hits  rex  tAe- 
gypti:  &*  rviuificabont  maftulos .  *  Vocauit  autem  a 
rexAegypti  obfietrices ,  g^ait  'dlis  t  Quareftecifiis 
rem  banc,  &  'viuificafiis  mafculos?  4  Dixerunt  t, 
autem  obfietrices  tharaoni :  Otpn  ftcut  mulkres 
*Aegyptue}  Hebraa:  pariunt  enim  priuftquam  ingre* 
diantur  ad  eos  obfietrices,  &  pepererunt. 
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4  f  n$*?u,7*ih}Ksii  drug .  hwr,<p  $  w  cv  euWaf. 

*  *  *  ICdft  0  Ttuortj^ai cu c looted ,  * intfc 
esQ opnxotfo.  *  intAimrs  $  icocriicp  (£  xuvreg  dbtKtpci 
7  cct/id’)ic7tWTCt  jj  ftpza. otenn.  ®  q  yoi  tcrggtri A 

x.  Z7ft>nbiwdvircbv)l  yp) ciioi  xctrlyvov  trepohye 

*  <Xpo)}>ctj7iXyibws  i)  n  yn  cuhkg.  'Sign  3  fikmAtisg  sn^g 

9  nfo iyicarnep.  * «V 3  ^ Um dud)- 

Zcv  r  hv&  m v  m W^cnXfjiiyct  roAv  zXn$@' ,  >&}!% Jet 
°\&r\qn  flag.  *^72  ciw  xnC^cQ^tQdfi^ct.  cwrvg^h  xo- 

rs  7r)}]buubn}^.  mm  4o  ovufiy  bidh  7rbx£[/.&’y  ctsCjyrdlYiGt- 
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*  ?  T  vrgdypia.  l^oyomrs  %ft  aperwet,  *  ^?rcw 
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CHALDAICAE  PARAPHRASIS  TRANSLATIO. 

CAP.  t.  % 

ET  fete  (ant  notnina  fflioratn  I(racl,qui  ingrefil  flint  in  Aigypcum  cum  Iacob,  (Jnguli  cam  viris  <Jorr»us  (uscintroicrunr/ 

*  Ruben, Symcon,Leui,& Iudai,  ’  I(achar,Zabu!on,& Beniamin,  *  Dan.&NeptaShGad  ScAiet. 

’  Erantquc  omnes  aninjxegredientiumdefemorclacobjteptuagiotaanimaj  cum  lofeph  quicrat  in  Aigypto.  *  Moftnufqu© 

eft  lofeph  &  omnes  frames  eius,&  omnis  generatio  ilia.  1  Filij  autem  Iftael  creucrunr,  &  nad  funtin  mulntuc]inem,& roborad 

fun  t  venementet  nimis;  &  implcta  eft  terra  ex  eis.  *  Et  furrexit  rex  nouusin  A^gypto,  qui  non  confirroabat  dccreta  lofeph. 

*  Et  aitadpopulum  funm:  Eccepopulus  filiorum  Ifracl  multus  6c  for  tier  nobis.*  w  Venire,  fapienter  agamns  contra  cos^efotti  mot* 

tiplicentur-,  &  quando  accident  nobis  bell  urn, addantur  quoque  ipfiinimicis  noftris,&  ioient  contra  nos  bellum.A:  afeendentde  terra. 

**  Et  conftitueiunt  fuper  eos  ptindpc s  nulefacientcs.vt  affligerent  eos  in  operibus  fuis,  sdificaueruntqoc  v rbes  thefaurorum  Pharaoni ,  Phf- 
ton  &  Ramcfes.  “  Et  quanto  affligebanteos.tanto  multiplicabantnr,  &  tanto  roborabantur .  Sc  tribulano  cratAgypdis  propter  filioj 

Ifracl  "  Etferuirefccerunt  Agyptij  filioslfraeldurb:  44  Etad  amaHtudinem  perdu Jeruntvuam  corum  in  feruuutcdura, 

in  luto, 5c  in  lateribus.Si  In  omni  feruiturc  in  agro,in  omnibus  operibus  fuis,  quibus  cos  grauiter  feruirc  fcccrunt  **  Dixirquerex  A- 

gypti  obftetricibus  Iuchcorum,nomen  vnius  Sephora,&  nomen  alterius  Phua.  “  Et  aie  Qmndo  obftetricabids  Iudatas,  videbicis  in  parta 

li  nlius  fuerir,intcrficietiseatn;&  fi  filia  fucrit.teferuabiris  earn.  17  Timueruruqueobftetrices  i  facie  Dei, &  non  feceruat  ficut  locurus  fiieratd* 
rex  Agy  pti/cd  confcruabant  filios.  *'  Vocauitque  rex  A  gypti  obfietrices,  &  aic.Cur  feciftis  hanc  rem,&  referuatis  filios?  44  Etdixeruntobflcui. 
<t  J  ad  PhiraonemiQuianon  fuat  Ccut  rauliercs  Agyptiat^mulierej  Iud<ja;;quia  ipf^  fapicnKjfuaq  Sc  anrequam  veniat  ad  cas  obftcrrix.pariunc. 
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io  on  grand  imperial  paper  of  Italy . price  not  stated 

30  on  grand  imperial,  at  the  price  of . 200  florins 

200  on  the  fine  royal  paper  of  Lyons . 100  florins 

960  on  the  fine  royal  paper  of  Troyes .  70  florins 


In  addition,  twelve  copies  on  vellum  were  printed  for  the  printer’s 
royal  patron. 

Plantin’s  only  troubles  were  not  those  involved  in  printing  the 
book.  The  king  would  not  permit  its  publication  until  the  pope 
expressed  his  approval,  and  this  sanction  was  denied.  Arias  Mon- 
tanus,  who  had  edited  the  book,  traveled  to  Rome  to  petition  for 
a  revision  of  this  fiat,  but  only  when  a  new  pope  was  elevated  to 
office  was  the  necessary  approval  obtained. 

Even  then  the  book  was  under  the  shadow  of  suspicion,  one 
authority  having  denounced  it  as  heretical  and  Judaistic.  The  Inqui¬ 
sition  undertook  to  examine  its  text,  but  took  many  years  to  do  so, 
and  only  in  1580  ruled  that  the  book  might  properly  be  circulated. 
The  strain  of  these  delays  on  Plantin’s  finances  can  quite  easily  be 
imagined.  The  great  Polyglot,  therefore,  on  which  a  considerable 
share  of  his  reputation  was  based,  was  not  a  very  great  satisfaction 
to  him  at  the  time  of  its  production. 

The  king  of  Spain,  who  was  Plantin’s  royal  patron,  was  ready 
with  promises  in  the  grand  manner  but  very  remiss  in  meeting  his 
obligations.  He  was  lax  in  paying  his  grants  to  Plantin  and  just 
about  the  time  that  worthy  printer  was  most  sorely  pressed,  he 
would  command  him  to  print  more  service  books  for  the  church. 
But  the  king’s  financial  derelictions  had  a  direct  effect  even  more 
disastrous.  He  committed  the  supreme  error  of  neglecting  to  pay 
his  soldiers,  and  as  a  result,  the  Spanish  military  threatened  to 
plunder  the  city  to  obtain  their  compensation.  In  1576,  after  Plantin 
was  established  in  his  new  and  handsome  office,  mutiny  broke  forth. 
In  the  sack  of  the  city  which  ensued,  eight  thousand  citizens  were 
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killed.  The  soldiers  set  fire  to  a  thousand  houses,  and  six  million 
florins  worth  of  property  was  consumed.  Everything  that  could  be 
moved  was  stolen,  and  hideous  cruelties  were  perpetrated.  When  the 
smoke  of  the  battle  cleared  away,  Antwerp,  one  of  the  queen  cities 
of  Europe,  was  in  ruins,  never  again  to  recover  its  former  pros¬ 
perity.  The  effect  on  Plantin’s  business  was  disastrous.  According  to 
his  own  account,  “nine  times  did  I  have  to  pay  ransom  to  save  my 
property  from  destruction;  it  would  have  been  cheaper  to  have 
abandoned  it.” 

In  the  face  of  this  last  and  greatest  blow,  Plantin  still  refused 
to  admit  he  was  beaten.  He  again  vigorously  attacked  his  work,  but 
from  that  time  to  the  end  of  his  life  he  was  severely  cramped  finan¬ 
cially.  To  meet  his  most  pressing  obligations,  he  often  had  to  sell 
books  at  sacrifice  prices.  Often  he  had  to  sell  some  of  his  equipment. 
In  1581  he  sold  his  library  in  Paris  for  less  than  half  its  value.  His 
predicament  was  that,  although  he  had  large  resources  in  stock  of 
books  on  hand,  in  printing  plant  equipment,  and  in  accounts  re¬ 
ceivable,  he  had  little  ready  cash  with  which  to  carry  on  his  busi¬ 
ness.  He  was  not,  however,  the  first  business  man  who  has  found 
himself  in  this  position. 

The  political  horizon  once  more  becoming  threatening,  Plantin 
turned  over  his  office  to  his  sons-in-law  and  went  to  Leiden  in  1582. 
Here  the  authorities  of  the  university  received  him  with  open  arms 
and  appointed  him  as  their  printer;  which  function  he  discharged 
for  a  period  of  almost  three  years.  Political  conditions  in  Antwerp 
having  then  become  more  favorable,  he  returned  to  that  city.  The 
zenith  of  his  career,  however,  had  passed,  and  though  he  again  went 
to  work,  the  results  obtained  were  not  what  they  had  been  in  the 
past.  On  July  1,  1589,  Plantin  passed  to  his  heavenly  reward  which, 
let  us  sincerely  hope,  was  more  in  consonance  with  his  merits  than 
that  which  had  fallen  to  his  lot  this  side  of  Saint  Peter’s  Gate. 
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We  know  more  about  Plantin  than  about  most  early  printers, 
because  not  only  his  office  and  a  great  deal  of  its  equipment  but 
also  his  papers  and  records  have  been  rather  completely  preserved. 
His  correspondence,  for  example,  has  been  published  in  a  series  of 
Volumes,  and  his  manuscript  records  and  accounts,  which  were  kept 
with  commendable  neatness  and  thoroughness,  are  preserved  today 
in  the  collection  of  the  Plantin  Museum.  In  1850  the  building  was 
falling  into  decay,  but  some  public-spirited  citizens  of  Antwerp 
induced  the  public  authorities  to  purchase  the  property,  which  pur¬ 
chase  was  accomplished  in  1875.  The  Museum,  for  by  this  name 
it  is  known,  has  been  restored  just  as  accurately  as  possible  to  the 
state  in  which  it  was  in  Plantin’s  day. 

From  Plantin’s  records  we  gain  a  pretty  clear  idea  of  the  in¬ 
dustrial  conditions  of  his  time.  In  his  office  work  began  at  five 
o’clock  in  the  morning,  but  the  quitting  time  was  not  stated.  Every 
workman  coming  into  the  organization  had  to  pay  as  initiation 
eight  sous  which  were  devoted  to  buying  drinks  for  the  other  em¬ 
ployees  of  the  office.  He  was  also  required  to  contribute  two  sous 
to  the  poor  box.  At  the  end  of  the  month  he  had  to  put  thirty  sous 
in  the  poor  box  and  pay  ten  sous  to  his  comrades. 

From  the  typographical  point  of  view,  Plantin  was  not  a  great 
printer.  He  contributed  little  to  type  design  or  to  book  design,  but 
he  was,  in  every  sense  of  the  word,  a  great  publisher.  And  as  ai 
printer  he  was  a  thorough  and  conscientious  craftsman. 

As  we  have  seen  in  this  short  sketch  of  his  activities,  on  occasion; 
after  occasion,  he  started  climbing  the  hill  toward  success,  and  every 
time  some  new  disaster,  for  which  he  was  in  no  way  responsible,, 
overwhelmed  him  and  cast  him  back.  Each  time,  however,  he  re¬ 
turned  gamely  to  the  struggle  and,  in  the  course  of  his  continual' 
battle  with  circumstances,  he  produced  books  which  have  made  hiss 
name  immortal  in  the  annals  of  bookmaking. 


XXV 


The  Vogue  of  Engraving 


LIMITS  of  space  prevent  detailed  discussion  here  of  the  role  of 
intaglio  engraving  in  the  illustration  of  books  during  the 
*  sixteenth  and  seventeenth  centuries.  In  that  period  fully  en¬ 
graved  decorated  title  pages  came  into  vogue,  and  late  in  the 
sixteenth  century  we  find  engraved  illustrated  title  pages  which 
show,  in  compartments,  varied  views  referred  to  in  the  text  of  the 
book.  A  title  of  this  character,  done  by  one  of  the  De  Brys,  is  found 
in  J.  J.  Boissard’s  Theatrum  vitae  humanae ,  printed  at  Metz  in  1596. 

Otherwise,  engraving  served  well  to  illustrate  books  in  which 
minute  detail  was  necessary,  as  in  atlases,  herbals,  anatomical  works, 
and  in  series  of  portraits.  And  as  fashionable  books  designed  as  ob¬ 
jects  of  luxury  for  the  wealthy  amateur  came  more  into  vogue,  the 
barrier  of  greater  expense  incident  to  the  production  of  intaglio 
illustrations  became  of  less  effect. 

The  great  period  of  copperplate  engraving  as  related  to  printed 
books  came  in  the  eighteenth  century,  with  the  bulk  of  the  best 
work  being  done  in  France.  Able  draughtsmen  such  as  Hubert  F. 
Gravelot,  Charles  Eisen,  or  Moreau  le  jeune  conceived  the  compo¬ 
sitions  which  they  turned  over  to  others  to  engrave  on  the  copper 
plates.  These  men  and  others  illustrated  many  handsome  books, 
some  of  which  were  of  literary  mediocrity.  They  were  at  their  best 
in  depicting  contemporary  society. 

Eisen  is  best  known  for  the  plates  he  designed  for  Dorat’s  Les 
Baisers,  Paris,  1770,  one  of  the  most  graceful  books  of  the  period. 

Gravelot  is  remembered  for  the  plates  he  designed  for  Marmontel’s 
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Contes  moraux,  Paris,  1765.  Moreau  le  jeune  was  a  keen  observer 
of  the  details  of  life  and  manners.  There  is  historical  importance 
to  the  plates  he  engraved  for  De  Laborde’s  Chansons  of  1773,  re¬ 
cording  for  us  faithfully  the  atmosphere  of  the  Dauphine  and  her 
court,  as  Hind  has  pointed  out.  He  also  illustrated  most  brilliantly 
J.  J.  Rousseau’s  CEuvres  completes ,  1774-1783,  bearing  a  London 
imprint  but  probably  actually  printed  at  Brussels. 

In  addition  to  the  illustrations  they  produced,  the  eighteenth- 
century  French  engravers  made  a  notable  contribution  to  the  deco¬ 
ration  of  books,  designing  many  head  and  tail  pieces,  frames  for 
initial  letters,  and  the  like,  of  inescapable  charm.  Never  before  nor 
since  has  a  style  of  bookmaking  been  more  characteristic  of  a  period. 
Cupids  and  urns,  ribbons  and  wreaths,  flowers  and  ringlets,  these 
and  other  related  elements  were  interwoven  and  made  to  grace  the 
pages  of  books  now  highly  esteemed  by  certain  collectors.  The 
leader  in  this  decorative  school  was  Pierre  Choffard,  whose  work 
may  be  seen  to  good  advantage  in  the  1762  edition  of  La  Fontaine’s 

Contes  and  the  edition  of  Ovid’s  Metamorphoses  printed  between 

« 

1767  and  1771. 

The  name  of  Charles  Nicolas  Cochin  the  younger  is  known  to 
many  present-day  printers  through  the  typeface  named  after  him, 
which  is  patterned  after  the  copperplate  lettering  used  to  caption  the 
engravings  of  his  period.  Cochin,  unlike  many  of  his  contempo¬ 
raries,  was  as  much  an  engraver  as  a  designer,  being  deeply  inter¬ 
ested  in  the  technique  of  the  art.  His  plates  are  fully  representative 
of  the  best  style  of  the  period. 

In  a  few  books  the  vogue  of  engraving  was  carried  to  its  ultimate 
conclusion  by  the  graving  on  copper  of  text  as  well  as  illustrations. 
Pine’s  Horace ,  which  appeared  at  London  in  1733,  was  printed 
throughout  from  engraved  plates,  representing  the  last  word  in 
elegance  as  it  was  then  conceived.  This  example  was  later  emulated 
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in  Paris  in  the  production  in  1772  by  the  same  process  of  Le  Temple 
de  Cnide,  illustrated  after  designs  by  Eisen. 

This  romantic  and  ornate  school  of  engraving  suffered  an  almost 
total  eclipse  with  the  French  Revolution.  The  next  flash  of  genius 
is  found  in  England,  incarnated  in  the  person  of  William  Blake. 
Among  contemporary  work  of  the  most  mediocre  character,  the 
imaginative  engravings  of  this  truly  great  artist  are  arresting  indeed. 
Most  amateurs  of  illustration  become  slightly  incoherent  when  asked 
to  evaluate  artistically  the  better  of  Blake’s  compositions.  And  it  is, 
in  fact,  difficult  to  overrate  them. 

The  illustrations  of  Young’s  Night  Thoughts  of  1797,  of  Amer¬ 
ica,  a  Prophecy  of  1793,  and  of  the  Boo\  of  Job  of  1825  are  among 
the  best  of  his  work.  He  designed  some  fine  illustrations  for  the 
writings  of  John  Milton  and  at  the  time  of  his  death  he  was  at 
work  on  a  series  of  illustrations  for  Dante’s  Divina  commedia . 
His  title  page  for  the  Visions  of  the  Daughters  of  Albion  of  1793 
is  reproduced  in  the  plate  facing  this  page. 

William  Blake  was  trained  as  an  engraver  and  spent  part  of  his 
life  as  a  print  seller,  but  during  most  of  his  career  he  was  drawing 
and  engraving.  For  many  of  his  works  he  engraved  text  as  well  as 
illustrations,  some  of  the  publications  being  printed  in  colors,  others 
hand-tinted.  Blake  was  a  mystic  and  visionary,  and  some  of  the 
subjects  he  put  down  on  metal  are  weird  and  imaginative.  But  of 
such  stuff  are  great  artists  made.  As  Collins  Baker  has  eloquently 
written:  “If,  when  we  reflect  on  the  titanic  quality  of  his  imagina¬ 
tion  and  the  godlike  range  of  his  endeavor,  we  relate  these  to  his 
place  in  time  and  the  limitations  of  his  artistic  training  and  exper¬ 
ience,  we  must  be  amazed  that  he  succeeds  so  often  as  he  does  in 
expressing  the  grandeur  and  supernatural  content  of  his  concep¬ 
tions.”  At  the  end  of  his  career,  Blake  was  bedridden  and  suffered 
greatly.  His  end  was  in  keeping  with  his  work.  We  are  told  that 
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“having  drawn  for  an  hour,  he  began  to  sing  Hallelujahs  and  songs 
of  joy  and  triumph,  loudly  and  with  true  ecstatic  energy.”  Thus  died 
the  great  English  engraver  on  August  12,  1827. 

Another  of  the  greatest  English  artists  was  contemporary  with 
Blake.  I  refer  to  Joseph  Mallard  William  Turner,  who  lived  1775- 
1851.  Turner’s  reputation  rests  first  on  his  magnificent  watercolors, 
spirited,  imaginative,  and  wholly  original  in  style.  But  he  designed 
many  plates  which  were  engraved,  or  partly  etched  and  partly 
engraved,  by  others,  whose  work  he  carefully  checked  and  caused 
to  be  revised.  Many  of  the  subjects  were  issued  as  series  of  prints, 
but  Turner  also  did  some  significant  book  illustrations,  among  them 
those  for  Rogers’  Italy  of  1830,  and  for  Walter  Scott’s  Prose  Worlds 
printed  in  1834-1836. 

From  this  point  onward,  the  work  of  the  best  artists  designing 
for  or  making  intaglio  plates  shifted  from  engraving  to  etching, 
which  is  less  well  adapted  to  the  illustration  of  books. 


XXVI 


Baskerville  and  His  Disciples 


DO  you  remember  the  japanned  trays,  hairpin  holders  and 
knickknacks  that  were  popular  in  the  days  of  your  youth? 
The  profits  on  the  manufacture  of  such  japanned  ware 
paid  for  the  issue  of  some  of  the  finest  books  ever  produced.  It  came 
about  this  way.  John  Baskerville’s  first  position  was  that  of  servant 
in  a  clergyman’s  household,  in  Birmingham,  England.  His  em¬ 
ployer  found  that  he  had  more  than  ordinary  skill  in  penmanship 
and  enlisted  his  services  in  the  instruction  of  poor  boys  in  the  parish 
in  the  art  of  writing.  He  soon  secured  an  appointment  as  writing 
master  in  a  local  school.  He  also  applied  his  skill  in  letter  formation 
to  cutting  inscriptions  on  gravestones. 

To  make  more  money,  Baskerville  took  up  the  production  of 
japanned  ware  of  high  quality  and  with  a  superior  type  of  decora¬ 
tion.  At  this  business  he  made  a  great  success  and  within  a  few 
years  amassed  a  considerable  fortune.  He  took  a  place  in  the  out¬ 
skirts  of  the  city,  which  he  called  Easy  Hill,  and  there  built  a  hand¬ 
some  dwelling.  Alexander  Carlyle  in  his  Autobiography  describes 
it  thus:  “Baskerville’s  house  was  a  quarter  mile  from  the  town,  and 
in  its  way  handsome  and  elegant.  What  struck  us  most  was  his  first 
kitchen,  which  was  most  completely  furnished  with  everything  that 
could  be  wanted.  Kept  as  clean  and  bright  as  if  it  had  come  straight 
from  the  shop,  for  it  was  used,  and  the  fineness  of  the  kitchen  was 
a  great  point  in  the  family,  for  here  they  received  their  company, 
and  there  we  were  entertained  with  coffee  and  chocolate.” 

When  Baskerville  was  fifty  years  old  he  took  up  printing,  the 
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avocation  that  was  to  make  his  name  famous.  He  entered  upon  this 
work  not  as  a  business,  but  rather  as  a  hobby.  At  this  time  printing 
as  an  art  was  still  in  eclipse  in  England.  To  be  sure,  Caslon,  a  gen¬ 
eration  earlier,  had  provided  some  good  types  for  the  use  of  printers, 
but  they  were  seldom  put  to  good  use.  Baskerville  determined  to 
print  a  few  books  just  as  well  as  they  could  be  printed,  so  he  started 
in  at  the  beginning  of  the  printing  process — with  the  making  of 
types.  From  1750  to  1752  he  devoted  himself  to  this  task,  taking  the 
greatest  care  to  have  every  letter  perfect.  At  the  same  time  his  print¬ 
ing  equipment  was  being  set  up.  His  press  was  of  the  same  kind  as 
those  commonly  in  use  at  the  time,  but  it  was  made  with  greater 
precision.  The  paper  available  in  the  market  did  not  suit  his  fas¬ 
tidious  requirements,  so  he  apparently  had  made  to  his  own  specifi¬ 
cations  the  first  wove  paper — that  is,  paper  which  does  not  show 
the  laid  lines  of  the  screens  of  the  molds.  This  type  of  paper  has 
since  come  into  almost  general  use  for  book  printing,  so  that  laid 
paper  is  now  the  exception,  rather  than  the  rule. 

The  printer’s  ink  then  made  did  not  come  up  to  his  standards, 
so  he  entered  upon  the  manufacture  of  this  accessory,  boiling  his 
own  oil  and  burning  his  own  lampblack.  As  fast  as  the  sheets  of 
dampened  paper  were  printed,  they  were  placed  between  hot  plates 
of  copper.  The  sheets  were  thus  dried,  the  ink  set,  and  the  printed 
pages  given  a  burnished  appearance  not  found  in  any  other  printing 
of  the  period.  In  short,  Baskerville’s  process  of  printing  was  original 
in  many  features,  and  each  step  was  carried  out  with  infinite  care. 

Seven  years  elapsed  between  the  inception  of  the  printing  enter¬ 
prise  and  the  issue  of  the  first  book  from  the  Baskerville  press,  the 
intervening  period  being  occupied  with  the  perfection  of  the  ma¬ 
terials  and  equipment.  Again  and  again  the  publication  date  of 
the  Virgil — the  initial  issue  of  the  press — was  postponed,  in  order 
that  it  might  be  just  as  perfect,  in  Baskerville’s  judgment,  as  human 
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effort  could  make  it.  When  the  book  finally  appeared  its  reception 
by  the  world  of  booklovers  in  Europe  justified  its  printer’s  expecta¬ 
tions.  It  was  highly  praised  on  all  sides  and,  overnight,  Baskerville 
became  famous  as  a  printer. 

Baskerville’s  aim  is  well  set  forth  in  the  preface  to  his  second 
book,  Milton’s  Paradise  Lost — the  only  preface  he  ever  wrote.  In 
this  he  tells  us: 

Amongst  the  several  mechanic  Arts  that  have  engaged  my  attention, 
there  is  no  one  which  I  have  pursued  with  so  much  steadiness  and  pleas¬ 
ure,  as  that  of  Letter-Pounding,  Having  been  an  early  admirer  of  the  beauty 
of  Letters,  I  became  insensibly  desirous  of  contributing  to  the  perfection 
of  them.  I  formed  to  myself  ideas  of  greater  accuracy  than  had  yet  ap¬ 
peared,  and  have  endeavoured  to  produce  a  Set  of  Types  according  to  what 
I  conceived  to  be  their  true  proportion. 

Mr .  Caslon  is  an  Artist,  to  whom  the  Republic  of  Learning  has  great 
obligations;  his  ingenuity  has  left  a  fairer  copy  for  my  emulation,  than 
any  other  master.  In  his  great  variety  of  Characters  I  intend  not  to  follow 
him;  the  Roman  and  Italic  are  all  I  have  hitherto  attempted;  if  in  these 
he  has  left  room  for  improvement,  it  is  probably  more  owing  to  that 
variety  which  divided  his  attention,  than  to  any  other  cause.  I  honor  his 
merit,  and  only  wish  to  derive  some  small  share  of  Reputation,  from  an 
Art  which  proves  accidentally  to  have  been  the  object  of  our  mutual  pursuit. 

After  having  spent  many  years,  and  not  a  little  of  my  fortune  in  my  en¬ 
deavours  to  advance  this  art;  I  must  own  it  gives  me  great  satisfaction, 
to  find  that  my  edition  of  Virgil  has  been  so  favorably  received.  The  im¬ 
provement  in  the  manufacture  of  the  Paper,  the  Colour,  and  Firmness  of 
the  ln\  were  not  overlooked;  nor  did  the  accuracy  of  the  workmanship 
in  general,  pass  unregarded.  If  the  judicious  found  some  imperfections  in 
the  first  attempt,  I  hope  the  present  work  will  shew  that  a  proper  use  has 
been  made  of  their  Criticisms:  I  am  conscious  of  this  at  least,  that  I  re¬ 
ceived  them  as  I  ever  shall,  with  that  degree  of  deference  which  every 
private  man  owes  to  the  Opinion  of  the  public. 

It  is  not  my  desire  to  print  many  books;  but  such  only,  as  are  boo\s  of 
Consequence,  of  intrinsic  merit,  or  established  Reputation,  and  which  the 
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public  may  be  pleased  to  see  in  an  elegant  dress,  and  to  purchase  at  such 
a  price,  as  will  repay  the  extraordinary  care  and  expence  that  must  neces¬ 
sarily  be  bestowed  upon  them. . . . 

Though  the  issues  of  his  press  were  well  received,  the  financial 
returns  were  not  such  as  “to  repay  the  extraordinary  care  and  ex¬ 
pence,”  and  the  printing  venture  operated  always  at  a  loss.  Basker- 
ville  had  not  expected  the  enterprise  to  show  a  profit.  He  had,  for 
example,  written  Robert  Dodsley,  his  publishing  representative  in 
London,  regarding  the  projected  printing  of  a  “pocket  Classick”  as 
follows:  “nor  should  I  be  very  sollicitous  whether  it  paid  me  or 
not.”  But  he  had  not  expected  the  operating  deficit  to  be  as  great 
as  it  turned  out  to  be.  At  one  time  he  became  disheartened  and  gave 
up  printing  for  several  years.  But  he  was  spurred  again  into  activity 
by  the  attempt  of  a  local  competitor  to  print  a  Bible. 

The  Birmingham  amateur  printed  many  editions  of  classics,  but 
his  chef  d’ oeuvre  was  the  folio  Bible  which  he  printed  at  Cambridge 
under  the  auspices  of  the  University.  The  printing  of  this  book, 
completed  in  1763,  gratified  a  long-cherished  ambition.  The  Bible 
was  a  noble  volume,  but  out  of  an  edition  of  1,250  copies  published 
at  four  guineas,  he  was  able  to  sell  less  than  half,  and  in  1768  he 
“remaindered”  over  five  hundred  at  a  sacrifice  price  to  a  London 
bookseller.  That  ardent  bibliophile,  Thomas  Frognall  Dibdin,  char¬ 
acterized  it,  in  an  over-enthusiastic  mood,  as  “one  of  the  most  beauti¬ 
ful  printed  books  in  the  world.” 

Baskerville  also  issued  a  Book  of  Common  Prayer  which  he  in¬ 
tended  to  be  “as  perfect  as  I  can  make  it.”  He  wisely  planned  the 
typography  “for  people  who  begin  to  want  spectacles,  but  are 
ashamed  to  use  them  in  Church.”  He  also  designed  and  cut  a  font 
of  Greek  type  for  Oxford  University,  but  this  latter  performance 
added  nothing  to  his  reputation. 

In  all,  he  printed  about  sixty-seven  books — not  a  large  total  out- 
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put  for  a  printer.  But  Baskerville  was  always  interested  in  quality 
rather  than  quantity.  Judged  by  current  standards,  his  books  were 
expensive  and  could  be  afforded  only  by  collectors  of  means.  Most 
of  his  books  were  delivered  unbound,  the  purchasers  having  them 
bound  up  to  suit  their  individual  tastes. 

All  his  books  are  characterized  by  great  simplicity  of  typography. 
Of  ornament  he  used  almost  none.  He  depended  on  well  cast  type 
carefully  set  and  spaced  and  rightly  positioned  on  the  page.  The 
simplicity  and  perfection  of  the  Baskerville  volumes  made  them 
stand  out  spectacularly  among  the  ill-printed  products  of  the  con¬ 
temporary  English  press. 

Baskerville  type  was  more  than  well  executed  mechanically.  It 
represented  a  real  departure  in  type  design.  His  is  generally  consid¬ 
ered  as  the  first  real  “modern”  typeface  in  contradistinction  to  the 
“old-style”  types  which  had  hitherto  been  in  vogue.  An  old-style 
type  is  one  in  which  the  various  elements  of  individual  letters  are 
of  fairly  uniform  weight;  in  other  words,  the  design  is  of  approxi¬ 
mately  the  same  color  throughout.  A  modern  type  varies  in  the 
weight  of  its  elements,  some  strokes  being  relatively  thick  and 
others  relatively  thin.  One  other  feature  of  old-style  type  is  that  the 
serifs ,  or  terminals  of  the  main  strokes,  are  club-shaped  and  rounded 
at  their  extremities,  while  the  extremities  of  the  serifs  in  the  modern 
type  are  pointed. 

The  sharp-pointed  serifs,  which  printed  well  on  Baskerville’s 
smooth-finish  paper,  gave  the  printing  an  effect  of  brilliance  never 
before  seen.  This  effect  was  claimed  by  many  contemporary  critics 
to  be  dazzling  and  hard  on  the  eyes,  a  criticism  seized  upon  and 
propagated  by  the  printers,  with  whom  Baskerville  was  unpopular. 
For  Baskerville  was  not  highly  regarded  by  other  printers,  prob¬ 
ably  because  of  the  superior  attitude  he  assumed,  and  his  work  was 
subjected  to  many  unfounded  criticisms. 


C  H  R  ISTMAS-D  Ar. 

The  Epijlle .  Heb.  i.  i. 

GO  D,  who  at  fundry  times,  and  in  divers 
manners  fpake  in  time  paft  unto  the  fa¬ 
thers  by  the  prophets,  hath  in  thefe  laft  days 
fpoken  unto  us  by  his  Son,  whom  he  hath  ap¬ 
pointed  heir  of  all  things,  by  whom  alfo  he 
made  the  worlds;  Who  being  the  brightnefs 
of  his  glory,  and  the  exprefs  image  ofhis  per- 
fon,  and  upholding  all  things  by  the  word  of 
his  power,  when  he  had  by  himfelf  purged  our 
fins,  fat  down  on  the  right  hand  of  the  Ma- 
jeftyonhigh:  being  made  fo  much  better  than 
the  angels,  as  he  hath  by  inheritance  obtain¬ 
ed  a  more  excellent  name  than  they.  For  un¬ 
to  which  of  the  angels  faid  he  at  any  time.  Thou 
art  my  Son,  this  day  have  I  begotten  thee?  And 
again ,  I  will  be  to  him  a  Father,  and  he  fhall 
be  to  me  a  Son?  And  again,  when  he  bring- 
eth  in  the  firft-begotten  into  the  world,  he 
faith.  And  let  all  the  angels  of  God  worlhip 
him.  And  of  the  Angels  he  faith,  who  ma- 
keth  his  angels  fpirits,  and  his  minifters  a  flame 
of  fire.  But  unto  the  Son  he  faith.  Thy  throne, 
O  God,  is  for  ever  and  ever:  afcepter  ofrigh- 
teoufnefs  is  thefcepter  of  thy  kingdom:  Thou 
haft  loved  righteoufnefs,  and  hated  iniquity; 
therefore  God,  even  thy  God,  hath  anointed 
thee  with  the  oil  of  gladnefs  above  thy  fellows. 
And,  Thou,  Lord,  in  the  beginning  haft  laid 
the  foundation  of  the  earth;  and  the  heavens 

are 
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Benjamin  Franklin,  who  was  a  subscriber  to  Baskerville’s  edi¬ 
tions  and  a  regular  correspondent  of  the  Birmingham  printer,  wrote 
him  regarding  an  amusing  instance  of  this  prejudice: 

Let  me  give  you  a  pleasant  instance  of  the  prejudice  some  have  enter¬ 
tained  against  your  work.  Soon  after  I  returned,  discoursing  with  a  gentle¬ 
man  concerning  the  artists  of  Birmingham,  he  said  you  would  be  the 
means  of  blinding  all  the  readers  of  the  nation,  for  the  strokes  of  your 
letters  being  too  thin  and  narrow,  hurt  the  eye,  and  he  could  never  read 
a  line  of  them  without  pain.  “I  thought,”  said  I,  “you  were  going  to  com¬ 
plain  of  the  gloss  on  the  paper  some  object  to.”  “No,  no,”  said  he,  “I  have 
heard  that  mentioned,  but  it  is  not  that;  it  is  in  the  form  and  cut  of  the 
letters  themselves,  they  have  not  that  height  and  thickness  of  the  stroke 
which  makes  the  common  printing  so  much  more  comfortable  to  the 
eye.”  You  see  the  gentleman  was  a  connoisseur.  In  vain  I  endeavoured  to 
support  your  character  against  the  charge;  he  knew  what  he  felt,  and 
could  see  the  reason  of  it,  and  several  other  gentlemen  among  his  friends 
had  made  the  same  observation,  etc.  Yesterday  he  called  to  visit  me,  when, 
mischievously  bent  to  try  his  judgment,  I  stepped  into  my  closet,  tore  off 
the  top  of  Mr.  Caslon’s  Specimen,  and  produced  it  to  him  as  yours,  brought 
with  me  from  Birmingham  saying,  I  had  been  examining  it,  since  he  spoke 
to  me,  and  could  not  for  my  life  perceive  the  disproportion  he  mentioned, 
desiring  him  to  point  it  out  to  me.  He  readily  undertook  it,  and  went 
over  the  several  fonts,  showing  me  everywhere  what  he  thought  instances 
of  that  disproportion;  and  declared  that  he  could  not  then  read  the  speci¬ 
men  without  feeling  very  strongly  the  pain  he  had  mentioned  to  me.  I 
spared  him  that  time  the  confusion  of  being  told,  that  these  were  the  types 
he  had  been  reading  all  his  life,  with  so  much  ease  to  his  eyes;  the  types 
his  adored  Newton  is  printed  with  (for  he  himself  is  an  author),  and  yet 
never  discovered  the  painful  disproportion  in  them,  till  he  thought  they 
were  yours. 

John  Baskerville  was  personally  a  most  interesting  character.  In 
dress,  he  was  fastidious  to  a  degree,  verging  on  foppishness.  He 
drove  an  elegant  coach,  with  a  pair  of  cream-colored  horses,  which 
was  one  of  the  marvels  of  Birmingham.  He  was  vain  and  eccentric. 
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A  Mrs.  Eaves  went  to  live  at  Easy  Hill  about  1750,  probably  in 
the  role  of  housekeeper.  She  had  been  left  destitute  by  her  husband, 
who  had  been  forced  to  flee  the  kingdom,  with  two  daughters 
and  a  son  on  her  hands.  Soon  afterwards  she  and  Baskerville  were 
living  together  and,  though  her  husband  was  still  living,  she  passed 
everywhere  as  Mrs.  Baskerville.  One  is  happy  to  report  that  his 
social  position  in  Birmingham  does  not  appear  to  have  been  preju¬ 
diced  by  this  relation.  Baskerville  was  very  fond  of  her  and,  upon 
the  death  of  Eaves,  married  her  in  1764.  To  her  he  bequeathed  most 
of  his  property.  She  bore  him  one  son,  who  died  in  infancy  to  the 
great  grief  of  the  father. 

Baskerville  was  a  sincere  unbeliever  and  he  stated  his  convictions 
regarding  theology  in  his  will: 

My  further  will  &  pleasure  is  and  I  Hearby  Declare  that  the  Device 
of  Goods  &  Chatties  as  Above  is  upon  this  Express  Condition  that  my  Wife 
in  Concert  with  my  Exors  do  Cause  my  Body  to  be  Buried  in  a  Conical 
Building  in  my  own  premises,  Heartofore  used  as  a  mill  which  I  have  lately 
Raised  Higher  and  painted  and  in  a  vault  which  I  have  prepared  for  It. 
This  Doubtless  to  many  may  appear  a  Whim  perhaps  It  is  so — But  is  a 
whim  for  many  years  Resolve’d  upon  as  I  have  a  Hearty  Contempt  of  all 
Superstition  the  Farce  of  a  Consecrated  Ground  the  Irish  Barbarism  of 
Sure  and  Certain  Hopes  &c.  I  also  consider  Revelation  as  It  is  call’d  Ex¬ 
clusive  of  the  Scraps  of  Morality  casually  Intermixt  with  It  to  be  the  most 
Impudent  Abuse  of  Common  Sense  which  ever  was  Invented  to  Befool 
Mankind.  I  Expect  some  srewd  Remark  will  be  made  on  this  my  Declara¬ 
tion  by  the  Ignorant  &  Bigotted  who  cannot  Distinguish  between  Re¬ 
ligion  &  Superstition  and  are  Taught  to  Believe  that  morality  (by  which 
I  understand  all  the  Duties  a  man  ows  to  God  and  his  fellow  Creatures) 
is  not  Sufficient  to  entitle  him  to  Divine  favour  with  professing  to  believe 
as  they  Call  It  Ceartain  Absurd  Doctrines  &  mysteries  of  which  they  have 
no  more  Conception  than  a  Horse.  This  Morality  Alone  I  profess  to  have 
been  my  Religion  and  the  [Rule]  of  my  Actions,  to  which  I  appeal  how 
far  my  profession  and  practice  have  Been  Consistant. 
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And  finally  he  gave  to  his  executors  each  “6  Guineas  to  Buy  a 
Ring  which  I  hope  they  will  Consider  as  a  Keepsake.”  To  some 
questions  of  friends,  regarding  the  manner  in  which  he  wished  to 
be  buried,  he  said  they  could  “bury  him  sitting,  standing  or  lying, 
but  he  did  not  think  they  could  bury  him  flying.”  Baskerville  died 
in  1795  and  was  interred  in  the  vault  as  he  had  specified. 

The  name  of  John  Baskerville  will  be  immortal  in  the  annals 
of  printing — and  rightly  so,  for  he  was  one  of  the  all-too-few 
idealists  in  the  field  of  typography.  Personally,  I  confess  to  a  great 
admiration  for  him  and  for  his  work,  and  “in  witness  whereof,” 
have  named  my  younger  son  after  him.  The  basis  of  Baskerville’s 
fame  is  well  outlined  by  Josiah  Benton,  at  the  conclusion  of  his 
excellent  biographical  essay: 

What  is  it  that  makes  the  life  and  work  of  this  middle-aged,  vain,  and 
silly  Birmingham  Englishman  interesting  to  us?  Why  do  we  collect  his 
imprints,  and  why  do  we  talk  about  him?  I  think  it  is  because  he  had  the 
true  artistic  vision  and  courage.  He  conceived  the  idea  of  a  perfect  book. 
He  conceived  the  book  as  an  artist  conceives  a  statue  before  he  strikes  a 
blow  with  his  chisel  into  the  marble.  It  was  wonderful  that  he  should 
have  done  so.  He  had  grown  up  in  a  manufacturing  and  mercantile  busi¬ 
ness,  making  japan  work  for  sale,  and  profiting  by  its  sale.  Most  men 
never  get  out  of  the  work  and  the  ideas  of  the  work  which  they  do  until 
they  are  fifty  years  of  age.  He  did..  Why  was  it?  I  think  as  I  have  said, 
it  was  because  he  had  an  artistic  perception  and  conceived  the  thing  which 
he  was  to  do,  and  adhered  to  his  conception.  Everything  shows  that  he 
wrought  in  the  true  artistic  spirit:  having  conceived  the  thing  to  be  done, 
he  proceeded  to  do  it.  All  his  work  was  executed  upon  a  hand-press. 
His  printing-office  was  what  we  should  call  a  private  printing-office  in  his 
house.  He  cut  the  type;  he  made  the  ink  and  improved  the  press;  he  devised 
the  paper;  and  from  start  to  finish  the  work  was  his.  Everybody  who  will 
do  better  work  than  anybody  else  must  adhere  to  it,  or  he  will  not  produce 
perfect  work.  It  is  this  that  makes  Baskerville  interesting  to  us,  and  makes 
the  productions  of  his  little  private  press  treasures  in  the  world  of  art. 
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Even  more  important  than  Baskerville’s  own  work  was  the 
influence  of  that  work  on  the  development  of  typography  in 
Europe.  This  became  apparent  first  in  the  work  of  the  Didots — 
the  famous  family  of  French  printers.  The  Didot  types  reflected 
the  modern  character  of  the  Baskerville  types,  their  papier  velin 
imitated  the  paper  he  introduced,  and  their  “classic”  style  of  com¬ 
position  likewise  showed  evidence  of  his  example.  In  part  directly, 
and  partly  through  the  Didots,  features  of  typographic  style  in 
which  Baskerville  was  the  pioneer  exerted  a  great  influence  on 
Giambattista  Bodoni,  the  eminent  Italian  printer  who  rose  to  fame 
during  the  last  quarter  of  the  eighteenth  century. 

The  most  celebrated  of  European  printers  thus  became,  in  a 
sense,  disciples  of  the  English  writing  master  who  entered  upon 
printing  as  an  avocation. 

The  name  of  Didot  is  a  familiar  one  in  French  typographic 
history  for  several  reasons.  The  Didot  family  contributed  a  long 
line  of  illustrious  printers  and  typefounders;  from  one  the  Didot 
point  system  (which  is  today  the  system  of  typographic  mensura¬ 
tion  in  use  throughout  Europe)  took  its  name;  for  another  was 
named  a  type  design  which  has  exerted  a  consequential  influence  on 
the  appearance  of  French  printing  up  until  the  present  time.  The 
name,  however,  strange  to  relate,  is  not  well  known  and  would 
mean  nothing  to  the  present-day  printer  of  average  intelligence. 
Even  the  French  have  not  properly  appreciated  the  services  of  the 
Didots  to  their  national  typography.  There  is  no  book  dealing  ade¬ 
quately  with  their  work,  and  authoritative  information  regarding 
this  family  of  typographers  is  far  to  seek. 

The  founder  of  the  line  is  usually  considered  to  be  Francois 
Didot  born  in  1689.  One  of  his  sons,  Francois  Ambroise  Didot,  was 
a  typefounder  of  ability  who  brought  out  the  first  Didot  types  in 
the  early  1770’s  or  possibly  before — types  to  which  those  later  pro- 
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duced  in  Italy  by  Giambattista  Bodoni  bore  an  unmistakable  family 
resemblance. 

The  question  of  precedence  in  the  creation  of  this  design  has  not 
been  given  the  study  it  deserves,  for  the  point  is  one  of  consider¬ 
able  importance  if  we  are  to  give  credit  where  credit  is  due.  From 
the  information  I  have  been  able  to  gather,  it  would  seem  that 
Bodoni,  who  was  copying  the  designs  and  the  composition  style  of 
Fournier,  found  that  the  Fournier  typography  was  being  superseded 
by  the  types  and  style  of  the  Didots,  and  thereupon  copied  their 
types  and  adopted  their  style.  We  cannot,  however,  disparage  the 
ability  of  the  Italian,  for  he  was  an  apt  pupil  and  developed  the 
inspiration  perhaps  thus  gained  in  a  splendid  manner  indeed. 

Francois  Ambroise,  by  the  way,  was  the  member  of  the  family 
who  instructed  Franklin’s  grandson,  Benjamin  Franklin  Bache,  in 
the  mysteries  of  typefounding.  Young  Bache  referred  to  him  in  his 
diary  as  “the  best  printer  of  this  age  and  even  the  best  that  has  ever 
been  seen,”  but  added  on  the  same  page  the  very  human  entry: 
“The  meals  are  frugal.”  The  subject  of  this  comment  had  two  sons, 
Pierre  Vaine  (born  1761)  and  Firmin  (born  1764),  the  former  suc¬ 
ceeding  to  the  printing  office,  the  latter  to  the  paternal  typefoundry. 
Pierre  issued  some  fine  monumental  editions  in  a  very  severe  style, 
one  of  them,  the  Racine,  receiving  an  official  award  as  the  finest 
book  ever  printed !  It  is  a  very  impressive  volume,  but  I  have  always 
had  a  failing  for  the  Didot  Bible,  a  copy  of  which  on  vellum  is  one 
of  the  most  remarkable  achievements  in  perfection  of  printing 
technique  it  has  ever  been  my  pleasure  to  see.  The  title  page  of  this 
edition  is  here  reproduced  in  slight  reduction. 

Firmin  applied  himself  to  typefounding  and  was  responsible 
for  the  point  system  already  mentioned.  He  did  what  no  type¬ 
founder  ever  did  before  or  since :  cut  one  design  in  a  series  of  types 
a  half  a  point  apart  in  size.  Most  founders  are  content  with  a  two- 
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point  step  in  progression  of  type  sizes,  but  Didot  divided  this  by 
four.  There  was,  for  example,  a  ten  point,  a  ten  and  a  half  point, 
an  eleven  point,  and  so  on. 

There  were  many  other  members  of  the  family  all  of  whom  did 
distinguished  work  in  one  or  more  fields.  As  Mr.  Updike  has  aptly 
remarked,  their  family  reunions  must  have  resembled  a  meeting  of 
the  Royal  Society ! 

before  discussing  further  the  printing  of  the  Didots  we  will  turn 
for  a  moment  to  Giambattista  Bodoni  and  his  work,  which  ran 
parallel  in  so  many  ways  with  theirs. 

Giambattista  (John  Baptist)  Bodoni,  born  at  Saluzzo  in  Italy  in 
1740,  was  the  son  of  a  printer  and  mastered  in  early  life  the  prin¬ 
ciples  of  the  paternal  trade.  While  still  a  boy  he  cut  some  wood 
blocks  of  much  merit,  and  the  young  printer  was  soon  planning  to 
go  to  Rome  for  further  training  in  this  art.  He  was  especially  inter¬ 
ested  in  a  visit  to  the  great  press  of  the  Propaganda  at  Rome,  which 
printed  religious  texts  in  a  multitude  of  languages  in  order  to  fur¬ 
ther  the  evangelistic  work  of  the  Church.  The  director  of  this  press 
was  so  impressed  by  the  enthusiasm  of  Bodoni  that  he  offered  him 
a  job  as  compositor — an  offer  immediately  accepted. 

Bodoni  specialized  in  the  typography  of  the  Oriental  languages 
and  was  soon  able  to  put  in  order  many  of  the  ancient  punches  and 
matrices,  some  of  which  had  been  cut  by  Guillaume  le  Be  and 
Claude  Garamond.  These  had  fallen  into  utter  confusion,  but 
Bodoni  managed  to  clean  and  sort  them,  and  make  them  again 
ready  for  use.  His  interest  in  Oriental  typography,  acquired  during 
this  period,  never  deserted  him,  as  is  attested  by  the  second  volume 
of  his  Manuale  tipografico,  which  is  entirely  given  over  to  types 
for  non-roman  alphabets.  This  work  with  punches  and  matrices 
also  led  him  to  undertake  punch-cutting  on  his  own  account. 

At  the  age  of  twenty-eight,  Bodoni  was  appointed  director  of 
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the  ducal  press  at  Parma,  established  by  Ferdinand  I,  duke  of 
Parma.  He  bought  the  first  supply  of  types  and  ornaments  from 
Simon  Pierre  Fournier,  the  Paris  typefounder,  better  known  as 
Fournier  le  jeune.  At  this  period  Bodoni  was  strongly  under  the 
influence  of  Fournier,  copying  almost  slavishly  some  of  his  models. 

The  period  was  one  of  classical  influences,  and  the  tendency  was 
to  simplify  and  regularize  all  forms  of  artistic  expression.  The  florid 
style  of  the  French  eighteenth  century  was  giving  place  to  a  colder 
and  more  formalistic  manner.  Garlands  of  flowers  were  being  sup¬ 
planted,  so  to  speak,  by  icicles.  These  tendencies  had  their  effect  on 
Bodoni,  who  interpreted  them  typographically  not  only  in  the  de¬ 
sign  of  his  types  but  also  in  their  use.  In  the  production  of  types  of 
pointed  serifs  with  a  wide  difference  in  color  between  the  thick  and 
thin  strokes,  Bodoni  out-Baskervilled  Baskerville — if  we  may  be 
permitted  the  use  of  this  cumbrous  expression. 

The  Didots  and  Bodoni  were  active  competitors,  working  in 
much  the  same  style  and  on  much  the  same  type  of  material.  Both 
concentrated  their  attention  on  monumental  volumes  of  regal  mag¬ 
nificence,  though  the  Didots  issued  also  charming  little  volumes 
for  the  general  reader.  Both  used  the  “classical”  types  printed  on 
plate-finish  wove  paper.  The  presswork  of  both  was  well-nigh  flaw¬ 
less.  The  Didots  claimed  a  higher  degree  of  accuracy  in  their  edi¬ 
tions  of  the  classics,  and  this  claim  could  undoubtedly  be  sustained. 
Bodoni,  on  the  other  hand,  can  be  credited  with  a  greater  inven¬ 
tiveness  in  type  arrangement  and  make-up. 

Both  cut  good  types.  As  the  new  style  swept  over  Europe,  how¬ 
ever,  the  design  was  generally  credited  to  Didot.  We  find  the  Ger¬ 
man  founders,  for  example,  speaking  often  of  Didotsche  Lettern. 

The  tradition  of  modern  types  and  plate-finish  paper  initiated 
by  the  writing  master  of  Birmingham  was  thus  carried  forward  in 
good  hands  in  both  France  and  Italy.  My  discussing  together  the 
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work  of  Bodoni  and  the  Didots  is  by  way  of  slight  tribute  to  the 
memory  of  a  great  family  of  French  printers  who  have  gone  down 
in  typographic  history,  comparatively  speaking,  “unwept,  un¬ 
honored,  and  unsung.”  Bodoni  has  received  his  meed  of  merited 
praise,  in  which  I  most  cordially  join,  but  he  had  contemporaries 
in  France  of  stature  fully  equal  to  his  own. 


XXVII 


The  Press  in  the  New  World 


NE  of  the  most  astonishing  facts  in  the  history  of  printing 
is  that,  in  less  than  a  century  after  the  invention,  the  new 
craft  was  being  practiced  on  a  continent  the  very  existence 
of  which  had  been  unknown  fifty  years  earlier.  In  1539,  at  a  time 
when  printing  had  not  yet  found  its  way  into  a  number  of  Euro¬ 
pean  cities  of  considerable  importance,  a  printer  and  his  assistants 
made  the  long  and  perilous  voyage  across  the  Atlantic  to  the  vice¬ 
royalty  of  New  Spain  and  there  began  to  print  in  the  city  of  Mexico. 

This  really  remarkable  enterprise  had  the  hearty  encouragement 
of  Zumarraga,  the  Spanish  archbishop  in  Mexico,  and  of  the  vice¬ 
roy,  Mendoza.  The  motive  in  establishing  the  press  in  Mexico  was 
predominantly  religious — a  motive  which  in  many  other  instances 
has  sent  a  printer  forth  to  follow  close  on  the  steps  of  the  explorer. 
The  archbishop  wished  to  have  books  in  the  native  languages  for 
the  use  of  priests  and  missionaries,  and  the  function  of  the  first 
printer  in  the  New  World  was  to  print  devotional  books  for  the 
instruction  of  the  natives  in  the  Christian  religion. 

Confining  ourselves  first  to  facts  established  beyond  dispute,  we 
know  that  Juan  Cromberger,  the  leading  printer  at  Seville,  in  Spain, 
decided  to  start  a  printing  office  in  Mexico  to  be  operated  as  a 
branch  of  his  main  office.  Archbishop  Zumarraga  had  entrusted  to 
him  the  printing  of  a  catechism  in  the  language  of  the  Nahuatl, 
and  a  beginning  of  this  work  had  been  made  at  Seville.  But  the 
printer  came  to  the  conclusion  that  the  work  could  be  better  done 
by  a  printer  in  immediate  contact  with  the  people  who  spoke  that 
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language.  Cromberger  therefore  entered  into  a  contract,  on  June  12, 
3:539,  with  Juan  Pablos  (or  Giovanni  Paoli),  an  Italian  printer  then 
resident  of  Seville,  to  go  to  Mexico  and  there  establish  a  shop.  For¬ 
tunately,  the  original  notarial  record  of  this  contract  has  recently 
been  discovered,  and  the  terms  and  conditions  thereby  imposed 
upon  Pablos,  which  could  hardly  have  been  more  rigorous,  are  thus 
fully  known  to  us. 

Pablos  was  to  act  as  compositor  and  manager  of  the  office  in 
Mexico,  but  Cromberger  reserved  the  right  to  place  a  representa¬ 
tive  beside  him  to  check  up  on  all  his  transactions.  Neither  Pablos 
nor  his  wife  (who  was  to  do  the  housekeeping  for  the  printer  and 
his  assistant)  was  to  receive  any  salary,  nor  were  they  to  spend  a 
cent  of  the  income  of  the  office  in  excess  of  bare  living  expenses. 
The  printer  was  to  print  three  thousand  sheets  daily  and  was  to  be 
held  responsible  for  all  errors  in  the  original  composition  or  in  the 
correction  of  proofs.  He  was  to  seek  out  and  procure  the  personnel 
requisite  to  the  organization  of  the  office,  but  at  first  must  content 
himself  with  a  pressman  and  a  Negro  as  helpers.  He  was  prohibited 
from  entering  into  partnership  for  any  business  whatever,  and  any 
emoluments  which  he  might  receive  personally  were  to  go  into  the 
common  fund.  He  was  required  to  act  as  agent  for  the  sale  of  books 
and  merchandise  sent  to  Mexico  by  his  principal,  but  was  entitled 
to  no  commission  on  such  sales. 

On  the  other  hand,  Pablos  supplied  no  capital  whatever.  The 
traveling  expenses  of  himself,  his  wife,  and  his  pressman  were  de¬ 
frayed  by  Cromberger,  who  also  assumed  the  cost  of  shipping  the 
printing  press,  materials,  and  equipment.  The  partnership  was  to 
last  for  ten  years,  counting  from  the  day  of  the  execution  of  the 
contract,  and  at  the  expiration  of  that  term  there  was  to  be  a  settle¬ 
ment  of  accounts.  After  transportation  costs,  salaries,  house  rent,  the 
personal  expenses  of  Pablos  and  his  wife,  and  depreciation  of  the 
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equipment  were  deducted  from  the  income  of  the  office,  Pablos  was 
to  receive  one-fifth  of  the  net  profits.  The  final  settlement  of  the 
partnership  accounts  was  to  be  made  in  Spain,  to  which  country 
Pablos  was  to  return  for  the  purpose. 

According  to  other  clauses  in  the  contract,  it  was  stipulated  that 
worn-out  type  was  to  be  melted  rather  than  sold,  so  that  competi¬ 
tion  by  other  printers  might  not  be  encouraged.  Before  undertaking 
the  printing  of  books  from  manuscripts  brought  to  his  press,  Pablos 
was  to  obtain  the  permission  of  the  bishop  of  Mexico  and  all  the 
usual  licenses.  On  all  books  printed  in  the  Mexican  printing  office 
were  to  appear  imprints  specifying  that  they  were  printed  “In  the 
House  of  Juan  Cromberger.” 

On  the  same  day  that  Cromberger  made  his  contract  with  Pablos 
he  also  made  one  with  Gil  Barbero,  a  pressman,  employing  him  to 
exercise  that  function  in  the  new  office  overseas. 

We  know  little  of  Juan  Pablos.  He  was  a  native  of  Brescia,  in 
Lombardy,  Italy.  At  the  time  of  his  departure  for  New  Spain  he 
was  married  to  Jeronima  Gutierrez,  probably  an  Andalusian.  We 
have  no  knowledge  as  to  whether  he  had  worked  at  the  printing 
trade  in  his  native  country  nor  as  to  how  long  he  had  been  in  Spain. 
At  the  time  the  contract  was  made,  it  is  most  likely  that  he  was  em¬ 
ployed  in  Cromberger’s  printing  shop  in  Seville,  so  that  the  master 
was  taking  no  chances  on  the  ability  and  reliability  of  his  typo¬ 
graphic  emissary. 

The  contract  between  Cromberger  and  Pablos  was  not  long  in 
effect,  for  it  appears  that  the  master  printer  died  in  Seville  about 
September,  1540.  After  some  interruption  of  operation,  the  Mexican 
printing  office  was  taken  over  by  Pablos  and  continued  under  his 
name.  On  February  17,  1542,  the  printer  was  admitted  to  citizen¬ 
ship  in  Mexico  City,  and  on  May  8  of  the  following  year  the  district 
of  San  Pablo  granted  him  a  lot  on  which  to  build  his  house. 
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Before  going  on  to  an  account  of  the  earliest  books  which  are 
known  to  have  been  printed  in  Mexico,  it  should  be  stated  that  the 
place  of  Juan  Pablos  as  the  first  printer  in  the  New  World  is  subject 
to  some  dispute.  The  late  Jose  Toribio  Medina,  the  foremost  author¬ 
ity  on  Spanish- American  printing,  believed  that  there  was  a  printer 
already  at  work  in  Mexico  City  from  1535  to  1538,  before  the  arrival 
of  Pablos,  and  that  his  name  was  Esteban  Martin.  Medina  adduces 
considerable  evidence  in  support  of  this  contention.  Martin  is  sup¬ 
posed  to  have  printed  the  Esccda  spiritual  of  San  Juan  Climaco,  but 
no  copy  of  this  or  of  any  other  book  printed  by  him  is  now  extant. 

Evidence  of  vital  importance  to  Martin’s  claim  to  priority  is 
provided  by  a  passage  in  a  letter  from  Archbishop  Zumarraga  to  the 
emperor-king  of  Spain,  under  date  of  May  6,  1538:  “Little  progress 
can  be  made  in  the  matter  of  printing  on  account  of  the  scarcity  of 
paper,  a  difficulty  in  the  way  of  many  works  which  are  ready  here 
[to  be  printed]  and  of  others  which  will  have  to  be  reprinted,  be¬ 
cause  there  is  a  scarcity  of  those  most  needed,  and  few  are  coming 
from  overseas.”  To  be  sure,  this  does  not  mention  Martin  by  name, 
but  it  clearly  implies  that  a  printer  was  there  in  Mexico  in  1538, 
prepared  to  work  if  provided  with  the  necessary  supplies. 

We  have  further  to  consider  a  statement  made  in  1599  by  Davila 
Padilla,  the  earliest  historian  to  mention  the  beginning  of  printing 
in  Mexico,  telling  us  that  the  first  book  written  in  the  New  World, 
and  the  first  for  which  the  printing  press  was  used  there,  was  by 
San  Juan  Climaco,  translated  from  Latin  into  Spanish  by  Fray  Juan 
de  Estrada.  He  says  further,  however,  that  this  was  the  first  book 
printed  by  Juan  Pablos  but  does  not  mention  the  date  of  its  printing. 
Fray  Alonso  Fernandez,  writing  in  1611,  apparently  from  indepen¬ 
dent  sources,  records  the  same  book  as  the  first  printed  in  Mexico; 
he  does  not  name  the  printer,  but  fixes  the  date  of  printing  as  1535. 

On  this  evidence,  Medina  holds  that  Padilla  was  right  about  the 
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book  but  in  error  as  to  the  identity  of  the  printer,  naming  Pablos 
because  his  was  the  only  name  appearing  on  other  known  early 
Mexican  books,  there  being  no  imprint  on  the  book  in  question. 
Medina  accepts  as  correct  the  date  1535,  as  mentioned  by  Fernandez. 
Furthermore,  there  is  no  reason  to  doubt  the  date  1537  given  by 
Beristain  de  Sousa  as  the  date  of  printing  the  Catecismo  mexicano. 

Who  was  the  printer  at  work  in  the  city  of  Mexico  before  1539? 
In  the  records  of  the  cabildo  of  the  city  is  found  the  following 
entry:  “On  Friday  the  fifth  of  September,  1539.  On  this  day,  being 
in  meeting  assembled  .  .  .  the  aforesaid  gentlemen  received  as  resi¬ 
dent  Esteban  Martin,  a  printer,  and  that  he  give  security  and,  until 
he  gives  it,  shall  not  enjoy.  .  . 

As  Juan  Pablos  is  known  to  have  left  Spain  in  June,  1539;  as 
he  had  as  assistants  only  Gil  Barbero,  his  pressman,  and  a  Negro 
helper;  and  as  a  reasonable  time  almost  invariably  elapsed  between 
the  arrival  of  a  stranger  and  his  admission  to  citizenship,  Medina 
concludes  that  Esteban  Martin  was  responsible  for  the  earlier  print¬ 
ing  activities  recorded  by  various  chroniclers  and  must  therefore  be 
regarded  as  the  first  typographer  on  the  American  continent.  That 
Martin  was  a  printer  by  trade  and  that  he  was  in  the  city  of  Mexico 
before  Juan  Pablos  arrived  there  may  perhaps  be  conceded,  but 
whether  he  actually  did  any  printing  in  Mexico  is  still  open  to  ques¬ 
tion.  The  claim  that  he  printed  certain  books  before  1539  has  not 
been  universally  recognized  by  Spanish-American  bibliographers, 
but  the  fact  that  it  was  advanced  by  so  thorough  a  scholar  as  Senor 
Medina  entitles  it  to  very  serious  consideration. 

To  return  to  Juan  Pablos,  the  first  work  for  his  press  was  un¬ 
doubtedly  the  production  of  cartillas,  or  primers,  for  the  instruction 
of  the  young,  but  none  of  these  has  survived.  The  earliest  printed 
book  of  which  we  have  a  perfectly  clear  record  was  the  Breve  y  mas 
compendiosa  doctrina  Christiana ,  Mexico,  1539.  A  description  of 
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this  book  was  published  in  1877  m  the  Cartas  de  Indias,  but  unfor¬ 
tunately  this  precious  ancestor  of  books  in  the  New  World  cannot 
now  be  located. 

The  next  book  of  which  we  have  definite  evidence  was  the 
Manual  de  adultos,  issued  December  13,  1540.  Of  this  there  has 
survived  only  a  fragment  consisting  of  the  last  two  leaves  of  the 
book  discovered  in  a  volume  of  miscellaneous  papers  in  the  Bib- 
lioteca  Provincial  at  Toledo,  Spain.  The  printer’s  note  tells  us  that 
the  book  was  printed  “in  the  great  city  of  Mexico  by  order  of  the 
very  reverend  bishops  of  New  Spain,  and  at  their  expense,  in  the 
house  of  Juan  Cromberger.”  In  other  words,  the  book  was  published 
by  the  Church.  Two  of  the  three  pages  are  given  over  to  errata, 
correcting  mistakes  of  the  “Typographers.”  The  facts  that  the  last 
correction  relates  to  the  36th  sheet,  page  1,  line  4,  shows  that  the 
book  was  one  of  consequential  proportions. 

In  1541  there  appeared  a  book  on  Guatemala  by  the  notary 
Rodriguez,  and  from  that  date  onward  volumes  appeared  from  the 
Mexican  press  with  varying  regularity,  or  perhaps  we  should  better 
say  with  varying  luck  as  to  the  preservation  of  copies,  for  many 
volumes  may  have  been  printed  about  which  we  know  nothing. 

During  this  period  the  types  used  were  exclusively  gothic  in 
character,  four  sizes  being  in  regular  use.  The  printing  office  was 
evidently  supplied  with  just  two  type  ornaments,  one  being  a  Mal¬ 
tese  cross  and  the  other  a  unit  of  a  vine  pattern.  Both  were  used 
regularly  in  the  adornment  of  title  pages.  Pablos  also  had  a  miscel¬ 
laneous  lot  of  woodcut  borders  which  he  cut  up  and  used  indis¬ 
criminately  in  the  weirdest  of  combinations.  There  was  also  a 
woodcut  design  representing  a  cardinal’s  hat  with  tassels  hanging  at 
the  sides  (see  the  illustration  on  page  397),  which  was  apparently 
a  favorite  with  the  printer,  as  it  was  used  on  the  title  pages  of  at 
least  five  books,  and  perhaps  more. 
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In  1554  there  came  a  change  in  the  character  of  the  books  printed 
by  Pablos,  which  has  not  received  adequate  notice  from  bibliog¬ 
raphers.  During  this  year  there  appeared  three  books  in  folio  format, 
the  Dialogos  by  Cervantes  de  Salazar,  the  Recognitio  summularumy 
and  the  Dialectica  resolutio.  In  them  we  find  the  first  use  in  Mexico 
of  roman  and  italic  types.  We  also  find  a  new  style  in  the  com¬ 
position  of  title  pages,  we  encounter  two  or  three  new  type  orna¬ 
ments,  and  we  see  in  use  some  effective  woodcuts,  one  of  which  (a 
tide-page  border)  had  been  used  a  few  years  previously  in  London. 
Why  the  radical  change  in  typographic  style? 

An  answer  to  this  question  was  offered  by  the  writer  in  1927. 
Antonio  Espinosa,  a  skilled  punch-cutter,  had  arrived  in  Mexico 
City,  bringing  with  him  a  typefounder.  Both  contracted  to  enter 
the  employ  of  Juan  Pablos,  thus  making  it  possible  for  that  printer  to 
augment  his  type  equipment  as  required,  without  recourse  to  distant 
European  sources  of  supply.  Judged  by  his  own  later  work  as  a 
printer,  Espinosa  was  a  typographer  of  taste,  who  did  much  to  im¬ 
prove  the  quality  of  the  work  done  by  the  Pablos  press. 

The  manner  of  Espinosa’s  affiliation  with  Pablos  was  in  this  wise. 
The  Mexican  printer  in  1550  sent  a  commercial  envoy  to  Spain 
with  power  of  attorney  to  transact  for  him  various  items  of  business. 
One  of  the  commissions  with  which  this  agent  was  entrusted  was 
the  employment  of  a  typefounder.  According  to  a  document  but 
recently  discovered  in  the  notarial  archives  of  Seville,  the  envoy  con¬ 
tracted  with  Espinosa  and  an  assistant  to  make  the  journey  to  Mex¬ 
ico  and  work  for  Pablos,  “cutting  and  casting  type”  for  a  period  of 
three  years.  It  was  thus  that  the  typography  of  the  first  Mexican 
press  was  rejuvenated. 

During  the  succeeding  years  some  fine  books  came  from  the 
Pablos  press.  In  1559  Pablos  met  with  his  first  competition  in  a  shop 
established  by  his  former  associate,  Espinosa,  who  had  returned  to 
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Spain  and  there  obtained,  on  the  plea  that  the  prices  charged  for 
books  printed  by  Pablos  made  it  impossible  for  persons  of  moderate 
means  to  buy  them,  the  privilege  of  operating  a  second  printing 
office  in  the  city  of  Mexico.  Espinosa  was  undoubtedly  a  finer  crafts¬ 
man  than  his  former  master,  and  some  fine  volumes  appeared  from 
his  press,  the  last  of  which  was  dated  1575. 

In  1560  Juan  Pablos,  the  pioneer  typographer,  brought  out  his 
last  and  most  notable  work,  the  Manuale  sacramentorum.  But  he 
was  then  nearing  the  end  of  his  career.  His  health  must  have  been 
failing,  for  in  that  year  he  drew  his  will  and  before  August  21, 
1561,  he  had  printed  his  last  sheet.  On  that  date  we  find  his  widow 
administering  his  estate. 

The  name  of  Pablos  is  little  known  in  the  English-speaking 
countries  of  the  New  World.  Yet  he  is  entitled  to  rank  among  the 
great  pioneers  in  the  development  of  civilization  in  the  Americas. 

The  printing  establishment  of  Juan  Pablos  passed  in  1563  into 
the  hands  of  Pedro  Ocharte,  who  had  married  a  daughter  of  Pablos. 
Ocharte,  the  third  printer  of  definite  record  in  Mexico,  was  a 
Frenchman  who  had  been  in  the  city  of  Mexico  since  1558,  doubt¬ 
less  as  an  employee  in  the  Pablos  printing  office.  His  career  as  a 
master  printer  was  beset  with  difficulties,  as  he  came  under  the  sus¬ 
picion  of  the  Inquisition  in  1572  and  thus  was  kept  from  any  regular 
attention  to  the  printing  business  for  seven  years.  A  specimen  of  his 
craftsmanship  is  shown  in  the  title  page  here  reproduced. 

As  to  the  other  cities  of  Mexico,  printing  was  introduced  at 
Oaxaca  in  1720  by  a  woman,  Dona  Francisca  Flores,  but  it  was  soon 
discontinued  there  for  reasons  unknown  and  was  not  resumed  in 
that  city  until  1812.  Mariano  Valdes  Tellez  Giron  began  to  print 
at  Guadalajara  towards  the  end  of  1792.  At  Vera  Cruz,  Manuel 
Lopez  Bueno  established  a  press  in  1794,  while  the  first  printing  at 
Merida  was  done  in  1813  by  Francisco  Bates.  It  may  well  be  noted 
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here  that  the  first  printing  in  California  and  in  New  Mexico  was 
done  under  Mexican  auspices  and  by  Mexican  craftsmen. 

As  we  cannot  trace  here  the  further  history  of  printing  in  Span¬ 
ish  America,  suffice  it  to  say  that  the  next  country  in  the  western 
hemisphere  to  which  type  and  printer’s  ink  were  to  penetrate  was 
Peru.  There,  in  1584,  the  first  printing  was  done  at  Lima,  “the  city 
of  kings,”  by  Antonio  Ricardo.  This  typographer,  a  native  of  Turin, 
Italy,  had  been  printing  in  Mexico,  but  had  found  the  competition 
there  quite  keen.  Hearing  of  the  fabulous  riches  of  Peru,  he  emi¬ 
grated  to  the  land  of  the  Incas.  The  only  known  copy  of  the  earliest 
known  product  of  the  Peruvian  press,  an  edict  of  Pope  Gregory 
XIII,  is  now  preserved  as  one  of  the  treasures  of  the  John  Carter 
Brown  Library  at  Providence,  Rhode  Island. 

There  is  still  a  regrettable  tendency,  in  popular  thought,  to  be- 
little  the  part  played  by  Spain  in  the  settlement  and  civilization  of 
the  New  World.  It  is  salutary,  therefore,  for  us  to  bear  in  mind  that 
the  Spanish  had  been  using  the  press  in  Mexico  and  in  South  Amer¬ 
ica  for  a  full  century  before  printing  was  introduced  into  English- 
speaking  North  America. 


XXVIII 


Printing  on  Massachusetts  Bay 


DRINTING  types  and  printing  presses  move  with  the  pioneers 
in  opening  up  new  frontiers.  When  we  investigate  the  com¬ 
ing  of  typography  to  English-speaking  North  America,  and 
particularly  to  the  territory  which  is  now  the  United  States,  we  find 
that  there  was  no  exception  to  the  general  rule.  In  1620  the  Pilgrims 
landed  on  Plymouth  Rock.  In  1638  the  first  printing  press  arrived 
in  Massachusetts.  In  its  coming  there  was  much  of  romance.  In  its 
operation  there  was  much  of  import  to  the  development,  intellectual 
and  spiritual,  of  the  infant  colony. 

Reverend  Jose  Glover  of  Sutton,  England,  was  a  clergyman  of 
some  wealth  who  had  been  suspended  from  his  pastorate  for  non¬ 
conformity  with  the  principles  of  the  church.  He  decided  to  go  to 
New  England  and  probably  sailed  in  his  own  ship,  the  Planter , 
early  in  1634.  He  apparently  liked  the  new  country  overseas  and 
decided  to  make  it  his  permanent  home.  He  thereupon  secured  two 
pieces  of  property  and  ordered  the  erection  of  a  house  on  one  of 
them,  in  order  to  have  ready  accommodations  for  the  members  of 
his  family  when  he  brought  them  from  England.  The  land  records 
of  Boston  show  that  Glover  was  an  inhabitant  of  that  town,  and  a 
householder,  in  1635. 

At  this  time  the  American  colonists  were  beginning  to  take  an 
interest  in  education.  Schools  were  started  and  the  establishment  of 
a  college  was  discussed.  Mr.  Glover  became  interested  in  this  project 
and  returned  to  England  to  raise  funds  for  the  enterprise.  For  sev¬ 
eral  reasons  it  seems  probable  that  he  had  ambitions  to  be  president 
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of  the  institution.  While  in  England  he  permanently  resigned  the 
pastorate  at  Sutton  from  which  he  had  been  suspended. 

It  was  evidently  planned  that  a  printing  plant  should  be  an  im¬ 
portant  adjunct  to  the  educational  and  religious  work  of  the  college. 
Mr.  Glover  bought  a  press  with  his  own  funds  and  a  supply  of  type 
with  money  contributed  by  friends  of  the  college.  He  also  purchased 
supplies  of  paper,  ink,  and  other  accessories  to  take  along  when  he 
and  his  family  sailed  for  the  New  World  in  July  or  August,  1638. 

Prior  to  his  departure  he  contracted  with  Stephen  Day  (whose 
name  is  sometimes  spelled  Daye),  his  two  sons,  and  another  work¬ 
man  to  go  with  him  overseas.  Stephen  Day  was  a  locksmith  and  a 
resident  of  Cambridge,  England.  It  does  not  appear  that  he  was  a 
printer,  but  it  seems  that  his  two  sons  (who  had  not  yet  reached 
their  majority)  were  probably  apprentices  in  a  Cambridge  printing 
office.  There  is  later  evidence  that  Mr.  Glover  was  counting  prin¬ 
cipally  on  Matthew  Day  to  do  the  composition. 

Unfortunately,  Jose  Glover,  who  may  properly  be  regarded  as 
the  father  of  printing  in  the  United  States,  never  reached  the  shores 
of  America  on  this  second  trip,  for  during  the  voyage  he  fell  ill 
and  died — probably  of  smallpox. 

In  Winthrop’s  Journal  is  this  entry: 

1639,  Mo.  1.  A  printing  house  was  begun  at 

Cambridge  by  one  Daye,  at  the  charge  of  Mr. 

Glover,  who  died  on  seas  hitherward. 

We  thus  learn  that  in  March,  1639,  the  printing  plant  was  in 
operation.  Meanwhile  the  college  (which  it  was  decided  to  name 
Harvard  College)  had  been  organized.  In  1640,  Henry  Dunster  be¬ 
came  its  president. 

Mrs.  Glover  and  the  workmen  whom  her  husband  had  engaged 
arrived  in  Boston  about  the  middle  of  September,  1638.  In  Cam- 
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bridge  she  promptly  arranged  first  for  the  renting  and  then  for  the 
purchase  of  property  to  serve  for  a  printing  office  and  as  a  residence 
for  the  printers.  Stephen  Day,  as  has  already  been  noted,  was  prob¬ 
ably  not  a  printer,  but  his  son  Matthew,  in  1638  nineteen  years  of 
age,  evidently  had  printing  experience.  His  father,  being  a  skilled 
locksmith,  was  qualified  to  erect  the  press  and  aid  in  the  mechanical 
end  of  the  work.  He  also  undertook  business  direction  of  the  office. 

The  first  piece  of  work  produced  at  the  press  was  the  Freeman's 
Oath  printed  on  a  half-sheet  of  small  paper.  Another  item  issued 
in  1639  was  An  Almanac  for  1639,  calculated  for  New  England ,  by 
Mr .  William  Fierce ,  Mariner .  No  copies  of  either  of  these  publica¬ 
tions  have  been  preserved. 

In  1640  appeared  the  first  publication  of  which  copies  are  known 
to  us:  The  Whole  Boo\e  of  Psalmes  faithfully  Translated  into  Eng¬ 
lish  Metre .  .  .  .  “Imprinted  1640.”  This  was  a  volume  of  147  un¬ 
numbered  leaves,  the  title  page  of  which  is  shown  on  the  preceding 
page.  This  is  generally  referred  to  as  the  Bay  Psalm  Book.  There 
are  ten  copies  of  this  American  incunable  known  to  be  in  existence, 
six  of  which  are  imperfect.  It  was  far  from  an  elegant  piece  of  print¬ 
ing,  but  it  served  its  purpose  well. 

This  first  existing  book  printed  in  what  is  now  the  United  States 
must  always  have  a  well-nigh  sacred  interest  to  any  cultivated  Amer¬ 
ican.  A  perfect  copy,  should  it  come  up  for  public  sale,  would  bring 
a  fabulous  figure — and  properly  so.  For  this  book  stands  to  Ameri¬ 
can  printing  in  the  same  relation  as  does  the  Gutenberg  Bible  to 
the  printing  of  Europe. 

About  four  other  publications  are  supposed  to  have  appeared 
before  the  printing  of  the  next  extant  item,  a  List  of  Theses  at  the 
Harvard  College  Commencement  in  1643,  which  showed  consider¬ 
able  improvement  in  typography  and  presswork. 

In  1647  appeared  the  first  and  only  book  bearing  the  imprint  of 
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Matthew  Day.  Stephen  Day  had  retired  from  active  connection  with 
the  press  and  was  devoting  his  time  to  other  pursuits.  His  son  took 
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it  over  and  conducted  it  until  his  death  on  May  io,  1649,  printing 
a  number  of  other  books,  in  the  imprints  of  which,  however,  his 
name  does  not  appear. 
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The  widow  of  Jose  Glover  had  married  Henry  Dunster,  who 
thus,  as  president  of  the  college  (which  owned  some  of  the  type) 
and  as  representative  of  the  Glover  estate,  had  a  double  interest  in 
the  direction  of  the  press.  On  her  death,  however,  the  estate  had  to 
be  settled,  and  the  house  originally  bought  for  the  Day  family  and 
the  press  was  sold.  The  press  was  thereupon  removed  to  the  newly 
built  “President’s  House,”  and  Matthew  Day  bought  a  residence. 

After  Matthew  Day’s  death,  Samuel  Green  was  chosen  to  take 
over  the  office.  He  had  no  training  as  a  printer,  but  stepped  into  the 
breach  and  several  years  later  was  doing  creditable  work.  The  first 
known  work  bearing  his  name  in  the  imprint  is  A  Platform  of 
Church  Discipline  .  .  .  “Printed  by  S.  G.  at  Cambridge  in  New 
England  and  are  to  be  sold  at  Cambridge  and  Boston  Anno  Dom: 
1649.”  He  continued  to  print  actively  until  he  retired  in  1692,  the 
year  in  which  his  name  last  appears  in  an  imprint. 

The  next  factor  of  importance  in  the  development  of  printing 
in  the  United  States  was  the  work  of  Rev.  John  Eliot,  the  missionary 
to  the  Indians.  He  spent  a  number  of  years  learning  their  language 
and  finally  formulated  it  so  that  it  could  be  reduced  to  print.  He 
next  became  convinced  of  the  necessity  of  some  evangelistic  and  edu¬ 
cational  literature  in  the  Indian  tongue.  Acting  on  suggestions  from 
the  new  colony,  Parliament  provided  in  1649  for  the  creation  of  “A 
Corporation  for  the  Promoting  and  Propagating  the  Gospel  of  Jesus 
Christ  in  New  England.”  This  organization  helped  Mr.  Eliot’s  work 
in  many  ways,  including  the  contribution  of  money  and  materials  to 
make  possible  the  printing  of  texts  in  the  Indian  language. 

Samuel  Green  was  called  on  to  print  these  books,  the  Catechism 
appearing  before  September,  1654,  the  Boo\  of  Genesis  in  1655,  the 
Psalms  in  Metre  in  1658,  and  Pierson's  Catechism,  1658-1659.  Eliot 
had  been  working  for  some  time  on  his  translation  of  the  whole 
Bible  into  the  Indian  tongue,  and  he  found  the  typographic  facili- 
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ties  in  Cambridge  insufficient  to  its  printing.  On  December  28,  1658, 
in  a  letter  to  the  Corporation  in  London,  he  wrote: 

I  proposed  this  expedient  for  the  more  easie  prosecution  of  this  work, 
viz.  that  your  selves  might  be  moved  to  hire  some  honest  young  man,  who 
hath  skill  to  compose,  (and  the  more  skill  in  other  parts  of  the  work,  the 
better)  send  him  over  as  your  servant,  pay  him  there  to  his  content,  or 
ingage  payment,  let  him  serve  you  here  in  New-England  at  the  presse  in 
Harvard  Colledge,  and  work  under  the  Colledge  printer,  in  impressing  the 
Bible  in  the  Indian  language,  and  with  him  send  a  convenient  stock  of 
Paper  to  begin  withal. 

Meanwhile  Hezekiah  Usher  had  been  in  London  and  had  pur¬ 
chased  a  press,  type  and  other  materials  for  the  printing  office.  These 
were  placed  in  the  Indian  College,  to  which  the  printing  office  had 
been  moved  when  its  chief  concern  had  come  to  be  the  production 
of  books  for  the  Indians,  and  consigned  to  the  care  of  Samuel  Green. 

On  April  21,  1660,  the  Corporation  in  London  records  its  action 
on  Mr.  Eliot’s  suggestion.  It  had  contracted  with  Marmaduke  John¬ 
son,  a  skilled  master  printer  of  London,  to  go  to  New  England  for 
a  period  of  three  years.  He  was  to  receive  ^40  per  annum  in  addi¬ 
tion  to  board,  lodging,  and  washing.  In  announcing  Johnson’s  de¬ 
parture  the  Corporation  requests  “for  his  encouragement”  that  his 
name  be  mentioned  in  the  imprint. 

Marmaduke  Johnson  arrived  in  Boston  in  June,  1660,  and  imme¬ 
diately  began  working  with  Green  on  the  Bible,  which  by  the  way, 
was  the  first  edition  of  the  Scriptures  in  any  language  to  be  printed 
in  North  America.  Both  the  English  and  the  Indian  title  pages  of 
the  volume,  which  was  completed  in  1663,  are  reproduced  herewith. 

This  Indian  Bible  involved  many  typographical  difficulties,  and 
its  execution  was  a  great  credit  to  the  Cambridge  printers.  The  New 
Testament  was  finished  first  and  was  issued  with  a  separate  title 
page  dated  1661.  It  was  then  combined  and  issued  with  the  Old 
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Testament  when  that  part  of  the  work  was  finished.  The  volume 
was  without  doubt  the  most  important  production  of  the  early  press 
in  the  United  States. 

A  copy  of  this  Bible,  which  would  today  command  a  king’s 
ransom,  was  purchased  for  Isaiah  Thomas  in  1791  for  the  extrava¬ 
gant  sum  of  seven  dollars,  this  copy  being  now  in  the  collection 
of  the  American  Antiquarian  Society.  Eben  T.  Andrews,  who  was 
his  partner  in  a  printing  office  which  they  operated  jointly  in  Boston, 
wrote  to  Thomas  under  date  of  September  6  of  that  year  as  follows: 

Mr.  Harris  was  here  today,  and  mentioned  that  he  had  procured  an 
Indian  Bible,  which  he  had  heard  you  express  a  wish  to  possess,  and  that 
you  might  have  it  if  you  please,  as  he  supposes  he  can  procure  another 
for  himself  out  of  the  College  Library.  He  gave  7  dollars  for  the  copy 
which  he  has,  which  he  says  is  very  good,  excepting  the  binding,  which 
is  flattened.  I  enclose  you  some  of  his  proposals. 

Since  the  publication  of  any  existing  treatise  on  the  early  Massa¬ 
chusetts  press,  there  have  been  made  three  very  important  finds.  One 
was  the  discovery  of  a  copy  of  the  Indian  version  of  Richard  Baxter’s 
Call  to  the  Unconverted ,  which  was  known  to  have  been  printed, 
but  no  copy  was  thought  to  be  extant.  It  turned  up  in  the  sale  of 
non-scientific  works  from  the  library  of  the  Royal  Society  which 
were  sold  at  auction  in  London  on  May  4,  1925,  and  was  purchased 
for  the  Henry  E.  Huntington  Library  at  a  price  of  approximately 
$38,000.  Like  the  Bible,  it  was  printed  by  Samuel  Green  and  Marma- 
duke  Johnson. 

In  1661,  Marmaduke  Johnson  fell  in  love  with  Green’s  daughter, 
but  the  latter  objected  to  his  attentions  on  the  ground  that  he  had  a 
wife  still  living  in  England.  Johnson  failing  to  desist,  Green  took 
the  matter  to  the  courts,  and  Johnson  was  ordered  to  leave  the  coun¬ 
try.  Because  of  the  value  of  his  work  on  the  Bible,  however,  the 
order  was  not  enforced,  but  his  further  relations  with  his  associate 
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must  have  been  rather  strained.  In  1664,  at  the  end  of  his  period 
of  employment,  he  returned  to  England. 

The  Corporation,  however,  transferred  its  printing  equipment 
in  Cambridge  to  the  care  of  Mr.  Eliot,  who  was  very  friendly  to 
Johnson,  and  sent  the  latter  back  to  New  England  with  a  new 
supply  of  type.  Johnson  also  brought  with  him  a  press  of  his  own 
and  planned  to  set  it  up  in  Boston,  where  there  would  be  more 
patronage  than  in  Cambridge.  This  prospect  was  not  at  all  pleasing 
to  the  authorities  of  the  college  press,  to  Green,  and  to  his  friends. 
So  purely  to  hamper  Johnson,  the  legislature,  or  General  Court, 
issued  an  order  on  May  27,  1665,  providing  that  no  printing  press 
should  be  erected  in  any  town  in  the  colony  except  Cambridge,  and 
that  any  text  to  be  printed  must  first  be  approved  by  a  board  of 
licensers.  The  result  was  that  Johnson  was  forced  to  locate  in  Cam¬ 
bridge,  which  is  across  the  river  from  Boston.  The  first  book  issued 
from  the  new  office  with  the  imprint  of  Marmaduke  Johnson  alone 
was  the  Communion  of  Churches  by  John  Eliot,  Cambridge,  1665. 

In  1674  Johnson  succeeded  in  having  lifted  the  ban  on  printing 
in  any  other  town  but  Cambridge,  so  he  immediately  made  plans 
to  remove  to  Boston,  where  he  considered  he  could  do  more  busi¬ 
ness.  On  July  18  of  that  year  he  bought  a  house  on  what  is  now 
known  as  Hanover  Street,  but  the  realization  of  his  ambition  was 
destined  to  be  short-lived,  for  he  passed  to  his  heavenly  reward  on 
Christmas  Day,  1674. 

Though  there  is  no  publication  of  Johnson’s  with  a  Boston  im¬ 
print,  it  was  the  belief  of  Mr.  Littlefield  that  the  later  signatures  of 
Torrey’s  An  Exhortation  Unto  Reformation  were  printed  after  the 
removal  of  his  office,  thus  constituting  the  first  printing  done  in  the 
city  of  Boston.  After  Johnson’s  death  his  equipment  was  bought  and 
his  office  continued  by  John  Foster. 

To  complete  the  present  record  of  early  printing  in  Cambridge, 
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it  remains  only  to  note  that  Samuel  Green,  who  continued  printing 
there,  in  1691  took  into  partnership  his  son  Bartholomew7.  Their 
joint  imprint  appeared  in  1692  on  Ornaments  for  the  Daughters  of 
Zion ,  which  was  the  last  book  with  which  Samuel  Green  was  asso¬ 
ciated.  In  that  year  he  is  supposed  to  have  retired.  No  more  printing 
was  done  in  Cambridge  for  over  a  hundred  years,  with  the  exception 
of  a  brief  period  during  the  Revolutionary  War  when  Boston  was 
occupied  by  British  troops. 

Samuel  Green’s  service  in  charge  of  the  college  press  for  over 
forty  years  entitles  him  to  a  position  of  distinction  among  American 
colonial  printers,  but  perhaps  his  main  claim  to  fame  is  that  he 
was  the  ancestor  of  a  long  line  of  printers  who  carried  the  typo¬ 
graphic  art  into  many  communities  of  the  New  World,  members  of 
the  family  being  identified  as  pioneers  in  American  printing  for  a 
period  of  almost  two  hundred  years. 


XXIX 


Typographer,  Philosopher,  Statesman 


A  CITIZEN  of  Boston  returned  from  England  about  1717  with 
an  equipment  of  type  and  press  and  set  up  as  a  printer  in 
l  his  native  city.  At  this  time,  his  younger  brother  was  cast¬ 
ing  about  for  a  suitable  trade  to  choose  as  his  life  work.  A  hard 
bargain  was  driven,  and  a  nine-year  apprenticeship  contract  was 
drawn,  the  father  paying  the  fifty-dollar  fee  required. 

In  those  days  an  apprentice  was  paid  nothing  except  during  the 
last  year  of  his  term  of  indenture,  but  he  was  lodged,  fed,  and 
clothed  by  his  master.  In  this  case,  however,  the  master,  being  un¬ 
married,  did  not  keep  house,  so  both  he  and  his  apprentice  boarded 
with  another  family.  The  younger  brother  was  a  great  reader  and, 
although  he  was  able  to  borrow  many  of  the  books  he  desired,  there 
were  others  he  wanted  to  buy.  So  he  proposed  that  his  brother  pay 
him  in  cash  one  half  the  sum  then  being  paid  for  his  board,  allowing 
him  to  provide  his  own  meals.  Out  of  this  meager  allowance  he  was 
able  to  save  nearly  a  half,  and  with  this  income  he  began  to  acquire 
a  small  private  library. 

In  the  course  of  his  business  the  older  brother  was  commissioned 
to  print  for  William  Brooker,  the  postmaster  at  Boston,  a  weekly 
newspaper  known  as  the  Boston  Gazette.  But  a  new  postmaster 
coming  soon  into  office  placed  the  job  with  a  rival  office,  and  our 
printer  started  a  competitive  sheet  known  as  the  New  England 
Courant,  the  first  newspaper  in  the  United  States  not  connected 
with  a  postoffice. 

The  first  issue  of  the  Courant  appeared  August  17,  1721.  The 
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enterprise  was  undertaken  contrary  to  advice  of  father  and  friends. 
These  critics  agreed  that  there  were  already  three  papers  being  pub¬ 
lished  in  the  American  colonies,  and  two  of  them  in  Boston.  An¬ 
other,  therefore,  could  hardly  be  expected  to  succeed.  But  advice  was 
of  no  avail.  The  young  publisher  proposed  to  issue  a  newspaper 
different  in  character  from  the  existing  publications.  The  editorial 
policy  was  hostile  to  the  clergy,  attacked  some  prevailing  opinions 
on  religion,  and  opposed  various  fads. 

Expression  of  these  opinions  brought  criticism  from  many  quar¬ 
ters,  but  the  young  publisher  soon  ventured  criticism  in  the  more 
dangerous  field  of  politics.  Pirates  were  active  in  New  England 
waters,  and  there  was  an  idea  current  that  the  governmental  author¬ 
ities  had  not  been  very  vigilant  or  effective  in  their  suppression.  In 
one  issue  appeared  this  sarcastic  news  note,  purporting  to  come  from 
Newport,  R.  I.: 

“We  are  advis’d  from  Boston  that  the  government  of  Massa¬ 
chusetts  are  fitting  out  a  ship  to  go  after  the  pirate  to  be  commanded 
by  Captain  Peter  Papillon  and  it  is  thought  he  will  sail  sometime 
this  month,  wind  and  weather  permitting.” 

The  Governor  and  Council  took  this  as  an  affront  and  promptly 
committed  the  publisher  of  the  Courant  to  jail.  A  week’s  incarcera¬ 
tion  put  the  offender  in  a  repentant  frame  of  mind;  he  duly  apolo¬ 
gized,  entreated  forgiveness,  and  sought  his  release. 

Following  release,  however,  the  repentant  spirit  did  not  last  long. 
Before  long,  a  single  issue  of  the  Courant  contained  three  articles, 
all  objectionable  to  the  authorities.  After  due  consideration,  the 
publisher  was  forbidden  to  print  the  New  England  Courant  or  any 
other  similar  publication,  unless  the  copy  was  first  approved  by  the 
secretary  of  the  province. 

The  younger  brother  had  meanwhile  been  learning  the  printing 
trade  and  making  progress  in  other  directions.  He  began  to  write 
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short  pieces  and  slip  them  at  night  under  the  printing  office  door. 
Many  were  printed,  and  there  was  considerable  speculation  among 
the  editorial  circle  as  to  their  authorship.  We  can  imagine  the  thrill 
of  the  young  apprentice  as  he  heard  the  names  of  various  well 
known  members  of  the  community  suggested  as  possible  authors. 
Finally,  the  young  apprentice  revealed  to  his  brother  and  friends 
the  identity  of  the  mysterious  contributor,  thereupon  rising  con¬ 
siderably  in  their  estimation. 

The  printing  office  now  faced  a  crisis,  as  the  publisher  had  been 
forbidden  to  print  further  issues  of  the  paper  without  official  cen¬ 
sorship.  This  condition  being  unacceptable,  the  publisher  conceived 
the  subterfuge  of  issuing  the  paper  under  the  name  of  his  appren¬ 
tice.  The  name  of  this  apprentice  was  Benjamin  Franklin. 

So  we  find  the  eightieth  number  of  the  New  England  Courant 
for  the  week  of  February  4  to  February  11,  1723,  published  with  this 
imprint:  “Boston:  Printed  and  sold  by  Benjamin  Franklin  in  Queen 
Street,  where  Advertisements  are  taken  in.”  To  make  this  possible 
it  had  been  necessary  to  cancel  publicly  the  bonds  of  apprenticeship 
between  James  Franklin  and  his  brother,  but  the  former,  seeking  to 
preserve  the  advantage  of  a  good  agreement,  executed  secretly  a  new 
indenture,  repeating  the  provisions  of  the  original. 

James  Franklin  was  evidently  an  exacting  master,  ill-natured 
and  sullen,  and  his  apprentice  brother  had  always  had  a  difficult 
time  getting  along  with  him.  Finally,  hard  words  were  superseded 
by  blows,  and  young  Benjamin  announced  a  termination  of  agree¬ 
ment,  knowing  that  James  was  not.  in  position  to  enforce  the  secret 
contract.  Being  powerless  to  object  to  Benjamin’s  leaving  his  em¬ 
ploy,  James  persuaded  the  other  printers  in  Boston  to  refuse  him 
employment.  This  boycott  was  serious,  as  there  were  only  four  print¬ 
ing  offices  in  the  colonies  outside  of  Boston  in  which  he  could 
obtain  employment  in  the  trade  to  which  he  had  devoted  four  years 
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of  application.  To  reach  either  New  London,  New  York,  or  Phila¬ 
delphia,  the  points  at  which  possible  employment  might  be  found, 
required  either  a  long  and  dangerous  journey  on  foot  or  a  passage 
by  boat.  The  latter  required  passage  money,  and  Benjamin  had  no 
funds  available  for  this  purpose. 

He  could  not  appeal  to  his  father,  who  had  sided  with  the  older 
brother  in  the  dispute.  In  fact,  he  could  not  even  disclose  to  his 
father  his  plan  for  leaving  town  for  fear  that  he  would  be  restrained. 
He  was  nevertheless  determined  to  go  through  with  the  project. 
So  he  sold  some  of  his  books  and  secured  passage  on  a  sloop  bound 
for  New  York  City.  He  promptly  presented  himself  at  the  only 
printing  office  in  that  town,  conducted  by  William  Bradford  “at 
the  Sign  of  the  Bible”  on  Hanover  Square. 

The  New  York  printer  could  offer  him  no  employment,  but 
suggested  that  he  go  on  to  Philadelphia,  where  Bradford’s  son 
Andrew  was  engaged  in  the  business  and  was,  by  reason  of  the 
death  of  one  of  his  workmen,  in  need  of  help.  So  thither  Benjamin 
immediately  repaired,  reaching  the  city  with  which  he  was  later  so 
intimately  associated  on  a  Sunday  morning  in  October,  1723. 

Purchasing  three-penny  worth  of  bread  in  a  bakery,  he  received 
much  more  than  the  same  money  would  have  purchased  in  Boston, 
Taking  away  with  him  three  large  rolls,  he  disposed  one  under 
each  arm  and  was  munching  the  third  as  he  walked  up  Market 
Street.  He  wore  his  working  garb,  his  “best  clothes”  having  been 
shipped  in  his  “chest”  by  another  route.  His  pockets  were  stuffed 
with  shirts  and  stockings  and,  all  in  all,  he  must  have  presented 
an  uncouth  figure  indeed.  So  amusing  did  he  appear  that  Miss  Deb¬ 
orah  Read,  standing  on  the  stoop  of  her  house,  snickered  audibly 
as  he  passed.  For  this  indignity  Franklin  later  retaliated  by  marry¬ 
ing  the  young  lady. 

Monday  morning,  he  applied  for  employment  at  the  shop  of 


TYPOGRAPHER,  PHILOSOPHER,  STATESMAN  417 

Andrew  Bradford  and  was  surprised  to  find  there  Andrew’s  father, 
who  had  made  a  faster  trip  to  Philadelphia  than  Franklin.  Brad¬ 
ford  had  no  work  immediately  available,  so  the  young  man  next 
applied  for  work  to  Samuel  Keimer,  the  other  printer  who  was  then 
established  in  that  city. 

Keimer  soon  after  gave  Franklin  employment  in  his  ill-equipped 
office.  The  new  workman  saved  a  good  share  of  his  wages  and  made 
many  friends.  Keimer  was  unmarried  and  could  thus  offer  him  no 
place  to  live,  so  Franklin  had  continued  to  board  with  Andrew 
Bradford,  to  whose  house  he  had  first  moved.  The  idea  of  his  assist¬ 
ant  lodging  with  his  competitor  did  not  appeal  to  Keimer,  so  he 
arranged  to  have  him  board  with  a  Mr.  Read,  father  of  the  young 
lady  hereinbefore  mentioned. 

One  new  acquaintance  was  Sir  William  Keith,  the  governor  of 
the  Province  of  Pennsylvania.  One  day  the  governor  and  a  friend 
called  on  young  Franklin  at  his  place  of  business  and  almost  flab¬ 
bergasted  his  employer.  He  invited  Benjamin  to  dinner  and  talked 
with  him  regarding  his  plans.  Keith  deplored  the  poor  workman¬ 
ship  of  the  Philadelphia  printers  and  encouraged  Franklin  to  set 
up  in  business  for  himself,  promising  him  the  public  printing.  He 
urged  him  to  return  to  Boston  and  secure  his  father’s  financial  back¬ 
ing,  and  gave  him  a  letter  to  Josiah  Franklin  recommending  his 
encouragement  of  the  enterprise. 

Franklin  occasioned  considerable  surprise,  particularly  among 
the  workmen  in  his  brother’s  shop,  by  returning  to  Boston  with 
money  in  his  pockets  and  giving  other  evidences  of  prosperity.  But 
his  father  was  an  ultra-conservative  and  viewed  the  proposition 
with  disfavor.  He  thought  little  of  Governor  Keith’s  judgment  in 
advocating  the  setting  up  in  business  of  an  eighteen-year-old  lad.  So 
he  replied  courteously  to  the  governor,  and  Benjamin  returned  to 
Philadelphia  with  the  parental  blessing  and  a  promise  of  assistance 
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later  on  if  he  should  continue  to  make  satisfactory  progress  in  the 
business,  and  save  up  some  money  of  his  own. 

On  his  return,  Keith  expressed  regret  at  the  elder  Franklin’s 
conservatism  and  proposed  backing  the  boy  himself.  He  instructed 
Benjamin  to  prepare  a  schedule  of  necessary  equipment  and  an 
estimate  of  its  cost,  and  promised  to  send  to  London  for  the  material. 
Later  he  suggested  that  Franklin  himself  go  to  London  to  select 
the  equipment,  so  a  passage  was  duly  engaged.  Keith  was  to  provide 
him  with  letters  of  introduction  to  persons  of  consequence  in  Lon¬ 
don  and  letters  of  credit  wherewith  to  make  his  purchases.  When 
Franklin  called  on  the  governor  soon  before  sailing  to  obtain  these 
letters,  they  were  not  ready,  but  according  to  the  gubernatorial 
secretary  they  would  be  at  Newcastle  before  the  ship  left  that  point. 
Keith  was  there,  but  was  too  busy  to  be  seen,  but  the  secretary 
assured  him  they  would  be  sent  on  board  before  departure.  The 
governor’s  mail  was  brought  on  board  in  a  pouch  which  the  captain 
of  the  vessel  refused  to  open  until  later.  When  the  sack  was  opened 
there  were  no  letters  for  the  young  printer. 

Franklin  was  thus  disappointed  by  the  governor  but,  had  he 
discussed  the  project  earlier  with  his  friends,  he  would  have  learned 
this  was  just  the  outcome  he  might  have  expected  in  any  dealings 
with  Keith.  So  the  dreams  of  setting  up  as  a  master  printer  faded 
into  thin  air.  But  the  young  printer  faced  the  future  undismayed. 

Almost  immediately  upon  his  arrival  in  London,  Franklin  ob¬ 
tained  employment  with  Samuel  Palmer,  a  well-known  printer  of 
that  city,  who  was  also  the  author  of  a  history  of  printing,  only  the 
first  part  of  which  was  ever  completed.  In  Palmer’s  office  he  was 
assigned  to  set  type  on  the  third  edition  of  Wollaston’s  Religion  of 
Nature .  Disagreeing  personally  with  certain  theses  in  this  work, 
Franklin  wrote  in  refutation  “a  little  metaphysical  piece”  called  A 
Dissertation  on  Liberty  and  Necessity,  Pleasure  and  Pain.  This 
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brought  him  favorably  to  the  attention  of  his  employer,  but  Frank¬ 
lin  is  said  to  have  endeavored  to  suppress  the  edition,  regretting  its 
publication  on  account  of  the  atheistic  views  expressed.  Be  that  as  it 
may,  four  copies  have  survived.  Once  again,  we  find  the  young 
printer  facile  with  the  pen. 

After  a  period  of  satisfactory  service  with  Palmer,  Franklin 
accepted  a  job  from  John  Watts  at  a  higher  wage.  Soon  came  an 
opportunity  to  return  to  America.  Denham,  a  Quaker  merchant 
whom  he  had  met  on  the  voyage  to  England  and  with  whom  he  had 
kept  in  touch,  was  going  to  Philadelphia  with  an  extensive  stock  of 
merchandise,  to  open  a  store  in  that  city.  He  offered  Benjamin  a 
position  as  clerk  and  bookkeeper  at  lower  wages  than  he  was  then 
drawing  as  a  compositor.  However,  Franklin  accepted,  and  sailed 
with  Denham  on  July  23,  1726. 

For  six  months  all  went  well  with  Franklin  in  the  Denham  store. 
Then  both  master  and  clerk  fell  ill  and  the  former  did  not  recover. 
The  store  was  taken  over  by  executors,  and  Franklin  had  to  look 
for  another  job.  He  tried  first  to  obtain  a  mercantile  position,  but 
finding  no  opening,  became  foreman  of  the  shop  of  Samuel  Keimer, 
his  former  employer,  who  now  had  a  force  of  several  men.  For  the 
purpose  of  training  these  men  and  bringing  the  shop  up  to  the  best 
London  standards  of  efficiency,  Keimer  paid  Franklin  what  was 
then  a  comparatively  high  wage.  The  job  had  another  element  of 
attractiveness,  however,  in  that  the  shop  was  closed  Saturdays  and 
Sundays,  thus  giving  Franklin  opportunity  for  reading  and  study. 

After  the  men  in  the  shop  began  to  show  the  results  of  training, 
Keimer  started  to  fret  and  fume  over  Franklin’s  wages,  finally  de¬ 
manding  a  readjustment  downward.  They  finally,  however,  broke 
over  a  trivial  incident  which  is  thus  described  by  Franklin: 

At  length  a  trifle  snapp’d  our  connections;  for,  a  great  noise  hap¬ 
pening  near  the  Court-House,  I  put  my  head  out  of  the  window  to  see 
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what  was  the  matter.  Keimer  being  in  the  street  look’d  up  and  saw  me, 
call’d  out  to  me  in  a  loud  voice  and  angry  tone  to  mind  my  business,  adding 
some  reproachful  Words,  that  nettl’d  me  the  more  for  their  publicity,  all 
the  Neighbors  who  were  looking  out  on  the  same  occasion,  being  Wit¬ 
nesses  how  I  was  treat’d.  He  came  up  immediately  into  the  Printing-House, 
continu’d  the  Quarrel,  high  Words  pass’d  on  both  sides,  he  gave  me  the 
quarter’s  Warning  we  had  stipulat’d  expressing  a  wish  that  he  had  not 
been  obliged  to  so  long  a  Warning.  I  told  him  his  wish  was  unnecessary, 
for  I  would  leave  him  that  instant;  and  so,  taking  my  Hat,  walk’d  out  of 
doors,  desiring  Meredith,  whom  I  saw  below,  to  take  care  of  some  things 
I  left,  and  bring  them  to  my  lodgings. 

It  was  Franklin’s  idea  to  return  to  Boston,  but  he  was  stayed 
in  this  move  by  a  visit  from  Hugh  Meredith,  the  fellow  printer  just 
mentioned.  Meredith  proposed  they  go  into  business  together,  sug¬ 
gesting  that,  his  father  might  provide  the  necessary  capital  in  con¬ 
sideration  of  Franklin’s  superior  knowledge  of  the  trade,  the  two 
partners  to  have  an  equal  share  in  the  profits.  The  father  consenting, 
the  equipment  of  a  printing  office  was  ordered  from  London. 

There  was,  of  course,  a  long  wait  to  be  contemplated  before  the 
equipment  could  arrive.  Andrew  Bradford  could  or  would  give 
Franklin  no  work,  but  Keimer,  having  a  large  job  in  prospect,  soon 
re-employed  him  and  sent  him  to  Burlington,  N.  J.,  to  print  paper 
money  for  the  province  of  New  Jersey. 

When  the  type  and  press  arrived  from  London,  the  new  firm 
of  Franklin  and  Meredith  began  business.  Almost  immediately  they 
received  an  order  to  print  forty  sheets  of  a  large  book  on  the  history 
of  the  Quakers,  which  Samuel  Keimer,  their  former  employer,  had 
started  but  had  failed  to  finish  on  time.  Franklin  undertook  this 
at  too  low  a  price,  as  he  soon  found  out,  so  he  resolved  to  finish  a 
sheet  each  day,  even  though  this  often  took  him  till  late  at  night. 
On  this  book  he  did  the  composition  and  Meredith  the  presswork. 

The  new  firm  made  a  good  impression  with  the  accuracy  of  their 
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typesetting  and  the  quality  of  their  work,  this  being  all  the  more 
noteworthy  in  comparison  with  the  rather  slipshod  product  of  their 
two  Philadelphia  competitors.  On  one  occasion,  Bradford,  who  was 
the  public  printer,  printed  an  address  from  the  House  to  the  Gov¬ 
ernor  in  a  particularly  careless  manner.  Franklin  and  Meredith 
promptly  reprinted  it  accurately  and  well  and  sent  a  copy  to  each 
member  of  the  House.  Franklin  writes:  “They  were  sensible  of  the 
difference;  it  strengthened  the  hands  of  our  friends  in  the  House, 
and  they  voted  us  their  printers  for  the  year  ensuing.” 

When  the  firm  faced  a  financial  crisis,  Meredith  withdrew  and 
Franklin  raised  from  his  friends  the  funds  necessary  to  meet  out¬ 
standing  obligations.  From  then  on  the  title  under  which  the  enter¬ 
prise  operated  was  “B.  Franklin,  Printer.” 

His  business  prospered.  Keimer  went  into  bankruptcy  in  1729 
and  the  apprentice  who  succeeded  him  soon  retired  from  the  field. 
This  left  Andrew  Bradford  as  Franklin’s  sole  competitor  in  Phila¬ 
delphia,  and  as  Bradford  was  likewise  postmaster,  the  duties  of  that 
office  diverted  much  of  his  attention  from  the  concerns  of  printing 
and  publishing. 

Franklin  now  began  to  think  of  getting  married.  One  projected 
match  falling  through,  he  renewed  his  acquaintance  with  Miss  Deb¬ 
orah  Read  and  on  September  1,  1730,  she  became  his  wife.  Con¬ 
cerning  his  conjugal  relations  Franklin  wrote:  “She  proved  a  good 
and  faithful  helpmate,  assisted  me  much  by  attending  the  Shop; 
we  strove  together,  and  have  ever  mutually  endeavored  to  make  each 
other  happy.” 

One  of  Franklin’s  important  ventures  in  publishing  was  the 
issue  of  the  Pennsylvania  Gazette.  When  he  embarked  on  the  print¬ 
ing  business  the  only  newspaper  being  published  in  Philadelphia 
was  the  American  Weekly  Mercury ,  founded  in  1719  by  Andrew 
Bradford  and  published  regularly  thereafter.  Though  not  well 
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edited,  this  paper  had  been  profitable,  and  Franklin  was  sure  there 
was  room  for  a  well  edited  competitive  sheet.  He  confided  his  ideas 
to  an  English  journeyman  printer,  George  Webb,  who  promptly 
carried  the  news  to  Keimer.  The  latter  appropriated  the  plan  and 
lost  no  time  in  getting  out  the  first  issue  of  The  Universal  Instructor 
in  all  Arts  and  Sciences ;  and  Pennsylvania  Gazette.  This  paper 
limped  along  to  its  thirty-ninth  number,  when  it  went  under,  and 
its  good  will  was  purchased  for  a  song  by  Franklin  and  Meredith, 
who  abbreviated  its  title  to  The  Pennsylvania  Gazette.  The  paper 
contained  much  clever  material  and  proved  popular. 

All  through  the  columns  of  the  Gazette  ran  a  vein  of  good 
humor  which  was  sadly  lacking  in  most  American  literature  of  the 
period.  The  editor  was  always  ready  with  a  quip.  One  correspondent 
asked:  “I  am  courting  a  girl  I  have  but  little  Acquaintance  with. 
How  shall  I  come  to  a  Knowledge  of  her  Faults  and  whether  she 
has  the  Virtues  I  imagine  she  has?”  Franklin  replied  to  die  love¬ 
lorn  inquirer:  “Commend  her  among  her  female  Acquaintances.” 

The  second  important  publishing  venture  was  the  one  with 
which  Franklin’s  name  is  principally  associated:  Poor  Richard's 
Almanac.  Few  know  just  how  this  name  was  derived. 

At  that  period  the  annual  publication  of  an  almanac  was  a 
matter  of  great  commercial  importance  to  the  American  colonial 
printers.  An  almanac  constituted  the  one  item  of  printing  that  could 
be  sold  in  quantity,  for  every  household  needed  one,  the  booklet 
usually  hanging  by  a  string  from  a  door  jamb,  available  for  ready 
reference.  Almanacs  also  served  as  diaries  or  journals,  and  many 
important  records  have  come  down  to  us  on  the  leaves  or  interleaves. 
The  almanac  was  therefore  a  staple,  and  although  a  number  were 
already  published  regularly  in  Philadelphia,  Franklin  was  sure  he 
could  make  profitable  the  issue  of  still  another. 

The  chief  expense  of  publication  was  for  copy,  as  the  “philo- 
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Seffion  of  this  prefent  Affembly. 


PHILADELPHIA: 

Printed  by  B.  FRANKLIN,  Printer  to  the  King’s 
,  mod  excellent  Maje&y  for  the  Province  of  New-,Jerfey . 

M,DCC,XLVIII. 
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maths”  who  compiled  them  charged  a  stiff  fee.  Franklin  decided 
to  avoid  this  cost  by  writing  the  copy  himself  and  as  he  did  not  wish 
to  appear  as  both  author  and  publisher,  decided  to  issue  it  under  a 
nom  de  plume  borrowed  from  an  English  almanac  by  Richard 
Saunders.  The  fictitious  author  of  the  same  name  of  the  American 
almanac  was  therefore  known  as  “Poor  Richard.” 

Through  the  pages  of  the  successive  issues  appeared  the  homely 
wisdom  which  has  crystallized  into  Poor  Richard’s  philosophy.  The 
success  of  the  publication  was  very  great.  The  almanac  for  the  first 
year  was  twice  reprinted  to  meet  the  demand.  Of  the  almanac 
Franklin  says:  “I  reaped  considerable  profit  from  it,  vending  an¬ 
nually  near  ten  thousand.” 

Franklin  summed  up  the  maxims  of  Poor  Richard  in  the  preface 
to  the  1758  almanac.  This  summary  is  sometimes  known  as  “Father 
Abraham’s  speech  to  the  American  People”  and  sometimes  as  “The 
Way  to  Wealth.”  It  has  been  reprinted  again  and  again  and  trans¬ 
lated  into  dozens  of  languages.  Some  sentences  in  it  are  better 
known  than  any  other  passages  in  American  literature.  We  have 
only  to  recall: 

Early  to  bed,  Early  to  rise,  ma\es  a  Man  healthy,  wealthy,  and  wise . 

God  helps  Them  that  help  Themselves. 

Keep  thy  shop,  and  thy  shop  will  keep  thee . 

Diligence  is  the  Mother  of  Good  Luc\. 

Do  you  recall  the  name  of  that  valiant  ship  of  John  Paul  Jones, 
the  Bon  Homme  Richard ?  How  came  it  by  that  name?  During  the 
American  Revolution,  the  French  government  had  promised  John 
Paul  Jones  a  new  ship.  He  waited  at  Brest  month  after  month  for  it 
to  arrive,  but  it  did  not  come.  He  wrote  to  everyone  concerned,  from 
the  king  of  France  down,  pleading  for  fulfillment  of  the  promise. 
Still  the  ship  did  not  come.  One  day  he  read  in  Poor  Richard  this 
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maxim:  “If  you  would  have  your  Business  done,  go;  if  not,  send.” 
He  acted  on  the  precept.  He  went.  He  got  the  ship.  He  named  it 
for  his  preceptor. 

Franklin  went  to  France  in  1776  as  one  of  the  three  commis¬ 
sioners  to  represent  the  colonies.  He  took  up  his  residence  in  the 
village  of  Passy,  now  swallowed  up  in  the  growth  of  the  French 
capital.  In  his  house  there  he  established  a  little  private  press  on 
which  he  printed  a  number  of  items  in  blithesome  mood,  mostly  for 
the  entertainment  of  his  friends.  Bagatelles,  he  called  them.  Until 
recently  most  of  these  were  believed  to  be  lost,  but  an  almost  com¬ 
plete  set  was  assembled  by  a  distinguished  American  collector  of 
Frankliniana,  who  recently  presented  his  collection  to  the  library  of 
Yale  University. 

Benjamin  Franklin’s  history  as  a  patriot,  statesman  and  diplomat, 
as  a  scientist,  and  as  the  most  distinguished  American  citizen  of  his 
time,  is  too  well  known  to  require  review  here.  The  more  we  be¬ 
come  familiar  with  his  many-sided  activities,  the  more  we  must 
come  to  admire  him.  There  is  one  point,  however,  that  those  of  us 
who  are  concerned  with  the  making  of  books  will  never  forget. 
Though  he  was  a  signer  of  the  Declaration  of  Independence,  though 
he  had  rendered  to  his  country  service  of  incalculable  importance  as 
the  ambassador  of  the  colonies  at  the  court  of  France,  though  he 
had  attained  eminence  in  many  branches  of  science — when  he  came 
to  write  his  last  will  and  testament,  he  began  it  this  way: 

“I,  Benjamin  Franklin,  Printer  .  . 


XXX 


Printer  and  Historian 


"""'HERE  is  one  other  personality  which  stands  out  among 
the  printers  of  the  American  colonies.  The  name  of  Isaiah 
Thomas  is  not  so  well  known  as  it  deserves  to  be,  perhaps 
because  no  undue  political  prominence  or  picturesque  incident  has 
led  to  its  inclusion  in  the  popular  accounts  of  American  history. 
Yet  Thomas,  a  competent  and  conscientious  printer  of  Boston  and 
Worcester,  rendered  service  of  real  importance  in  the  building  of 
these  United  States. 

We  are  first  introduced  to  Isaiah,  born  January  19,  1749,  when 
he  was  apprenticed  to  Zechariah  Fowle,  a  Boston  printer,  at  the  age 
of  six.  According  to  Isaiah’s  own  story,  he  had  no  more  than  six 
weeks’  schooling,  “and  poor  at  that.”  While  other  lads  of  his  own 
age  were  getting  their  education  in  schools,  the  printing-office 
dictionary  and  the  Bible  were  his  only  instructors,  other  than  the 
trade  which  he  was  learning.  But  typography,  as  Dr.  Charles  L. 
Nichols,  the  competent  biographer  of  Isaiah  Thomas,  pointed  out, 
exercises  in  itself  an  educative  force  of  no  mean  importance. 

From  Isaiah’s  record  we  find  that  Fowle  was  an  “indifferent 
hand  at  presswork  and  much  worse  at  the  case.”  Thomas,  however, 
took  a  vital  and  active  interest  in  his  work  and  made  some  good 
friends  who  gave  helpful  advice  and  practical  assistance.  When 
Isaiah  was  eight  years  old,  he  did  the  case  work  for  ten  thousand 
copies  of  the  New  England  Primer,  his  first  book;  at  the  age  of 
thirteen  he  printed  and  made  woodcuts  for  the  New  Boo\  of 
Knowledge.  He  says  of  these  cuts  that,  as  poorly  executed  as  they 
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were,  there  were  no  better  ones  being  made  at  that  time  in  Boston, 
although  there  had  been  before  and  were  shortly  afterwards. 

On  September  19,  1765,  at  the  age  of  sixteen,  Thomas  left  Bos¬ 
ton  with  the  intention  of  going  to  England,  but  got  no  farther  than 
Halifax,  where  he  arrived  four  days  later.  He  was  disappointed  in 
his  hope  to  obtain  passage  to  England  and  started  to  work  with 
Anthony  Henry,  the  indolent  and  unskillful  printer  of  the  Halifax 
Gazette .  The  management  of  this  paper  was  left  in  Thomas’s  hands, 
but  he  remained  with  it  a  little  less  than  six  months. 

In  the  spring  of  1767  Thomas  returned  to  Boston,  but  soon  be¬ 
came  restless  again  and  obtained  an  apparently  friendly  release  from 
Fowle.  Isaiah’s  father  had  died  in  North  Carolina,  and  he  decided  to 
go  there.  Unsuccessful  in  his  efforts  to  establish  himself  at  Wilming¬ 
ton  in  that  province,  he  moved  on  to  Charleston,  where  he  became 
a  journeyman  in  the  shop  of  Robert  Wells,  publisher  of  the  South 
Carolina  and  American  General  Gazette .  He  remained  here  for  two 
years,  during  which  time,  on  Christmas  Day,  1769,  he  married  Mary 
Dill,  whom  he  divorced  for  infidelity  on  May  27,  17 77. 

In  1770  Isaiah  again  returned  to  Boston  and  entered  into  a  part¬ 
nership  with  his  former  master,  the  firm  undertaking  the  publica¬ 
tion  of  the  Massachusetts  Spy  during  a  period  rife  with  political  dis¬ 
sension.  There  were  five  other  papers  being  published  in  Boston, 
but  that  fact  only  made  their  venture  more  daring. 

After  three  months  of  this  partnership,  the  effort  to  continue  the 
triweekly  issues  of  the  Spy  proved  too  heavy  a  financial  burden,  and 
i  in  October,  1770,  Thomas  bought  out  his  partner  and  continued 
the  publication  as  his  own  individual  enterprise.  The  original  aim 
of  the  Massachusetts  Spy  was  to  present  impartially  both  sides  of  the 
argument  between  the  royalists  and  the  colonial  patriots,  but 
j  Thomas  soon  realized  the  impossibility  of  neutrality  and  cast  his  lot 
whole-heartedly  with  the  patriots. 
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In  the  spring  of  1771  Thomas  began  to  print  theses,  in  Latin, 
for  students  working  for  bachelor  of  arts  degrees  from  Harvard. 
These  papers  had  been  printed  for  many  years  exclusively  by  the 
Drapers,  the  publishers  of  the  Massachusetts  Gazette  and  Boston 
Weekly  News  Letter .  The  audacity  of  Thomas  in  bidding  for  and 
winning  this  contract  aroused  great  resentment,  nor  would  he  have 
escaped  reminders  of  any  misprints,  had  there  been  any,  in  the 
censorious  articles  that  appeared  in  the  Massachusetts  Gazette  after 
the  young  craftsman  had  won  for  himself  the  printing,  not  only  of 
the  bachelor  of  arts  theses,  but  also  those  for  the  master  of  arts 
degree.  Although  Thomas  had  skilled  and  learned  assistants,  he  held 
himself  responsible  for  seeing  that  no  textual  or  typographical  errors 
occurred.  Even  political  accusations  and  charges  of  wirepulling  were 
brought  against  Thomas  in  the  battle  that  was  waged  over  the  print¬ 
ing  of  these  theses. 

The  Drapers,  in  retaliation  for  this  invasion  of  their  monopoly, 
and  Governor  Hutchinson,  in  anger  at  Isaiah’s  expressions  of  patriot 
sympathies,  brought  about  the  refusal  by  the  customs-house  officials 
of  the  “Shipping  List”  for  publication  in  the  Spy .  The  Drapers  also 
accused  Isaiah  of  changing  the  date  of  publication  of  his  paper  to 
Thursday  just  to  conflict  with  that  of  their  News  Letter.  Thomas 
retaliated  with  the  statement  that  Richard  Draper  himself  had 
formerly  suggested  Thursday  as  being  the  preferable  day  of  issue. 

In  the  Spy  appeared  articles  specifically  attacking  Governor 
Hutchinson.  As  a  result  of  these  articles  Thomas  was  summoned 
before  the  Governor’s  Council  and  the  Supreme  Judicial  Court  at 
Boston,  but  suit  for  the  libel  was  dropped.  After  failure  to  obtain 
indictment  in  Suffolk  County,  there  was  talk  of  bringing  suit  in 
the  Essex  County  court,  but  action  was  never  pressed. 

On  the  night  of  April  16,  1775,  in  order  to  save  his  life  and 
machinery,  Isaiah  moved  his  press  and  some  of  his  types  to  Wor- 
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Under  the  Command  of  General  Gage, 
On  the  nineteenth  of  April,  1775. 
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cester.  In  Worcester  there  was  great  resentment  against  any  act  of 
Parliament  which  curtailed  liberty  or  freedom  of  the  press.  Isaiah 
set  up  his  press  in  the  cellar  of  Captain  Timothy  Bigelow’s  home. 
The  first  issue  of  the  Massachusetts  Spy  in  Worcester  was  that  of 
May  3,  1775,  within  two  weeks  of  its  removal  from  Boston.  For  a 
year  Thomas  fought  to  maintain  his  paper  and  to  finance  his  print¬ 
ing  shop.  Those  were  not  prosperous  days,  for  Benjamin  Russell, 
one  of  Isaiah’s  apprentices,  tells  of  sleeping  on  rags  in  the  garret 
and  eating  with  his  master  in  the  office  bread  and  milk  bought  by 
the  pennyworth.  In  the  fall  of  1775,  Thomas  succeeded  in  obtaining 
the  establishment  of  a  postoffice  at  Worcester,  and  the  appointment 
of  himself  as  postmaster. 

A  detailed  story  of  Isaiah’s  misfortunes  is  told  in  vivid  form  in 
a  letter,  written  October  2,  1775,  addressed  by  him  to  Daniel  Hop¬ 
kins  of  the  Massachusetts  House  of  Assembly,  then  sitting  (pre¬ 
cariously)  at  Watertown.  This  letter,  now  preserved  among  the 
Thomas  papers  in  the  collection  of  the  American  Antiquarian  So¬ 
ciety  at  Worcester,  was  written  after  Thomas  realized  that  he  could 
not  depend  upon  financial  support  from  the  government  which  the 
patriot  forces  had  set  up  in  Massachusetts. 

On  March  1,  1776,  Thomas  was  forced  to  give  up  the  publica¬ 
tion  of  the  Spy  for  the  time  being,  and  began  to  publish  a  handbill 
monthly  which  he  sent  to  his  old  subscribers.  On  June  21,  1 776, 
the  names  of  William  Stearns  and  Daniel  Bigelow  appeared  as  the 
printers  of  the  Massachusetts  Spy ,  Thomas  having  been  compelled 
to  lease  its  publication  for  two  years,  during  which  time  it  operated 
at  a  loss  and  deteriorated  greatly  from  its  former  high  standard. 
For  two  years,  Thomas  lived  in  such  obscurity  that  nothing  is 
known  of  his  activities  or  place  of  residence.  With  the  issue  of  June 
25,  1778,  Thomas’s  name  again  appeared  on  the  Worcester  news¬ 
paper,  which  was  then  renamed  Thomas's  Massachusetts  Spy .  On 
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May  26 ,  1779,  Thomas  married  Mary  Fowle,  of  whom  little  is 
known  except  that  she  was  a  “half-cousin *  of  Isaiah’s.  The  two  were 
unusually  congenial. 

By  January,  1781,  business  began  to  prosper  for  Thomas.  He  was 
still  using  his  old  press,  which  had  been  stealthily  removed  from 
Boston  on  the  night  of  April  16,  1775.  This  press  is  now  preserved 
with  the  Thomas  material  in  the  American  Antiquarian  Society.  He 
procured  new  types  from  England.  Not  only  did  Thomas  build  up 
his  own  office  in  Worcester  to  a  commanding  position,  but  he 
financed  former  apprentices  to  set  up  in  business  in  other  cities, 
forming  partnerships  with  them.  The  firm  of  Thomas  &  Andrews 
in  Boston  built  up  an  extensive  and  profitable  business — a  partner¬ 
ship  with  Ebenezer  T.  Andrews.  Then  there  was  Thomas  &  Carlisle 
at  Walpole,  New  Hampshire,  Thomas  &  Waldo  at  Brookfield, 
Massachusetts,  Thomas  &  Tappan  at  Portsmouth,  New  Hampshire, 
Thomas  &  Merrifield  at  Windsor,  Vermont,  and  Thomas  &  Tinges 
(later  Thomas  &  Whipple)  at  Newburyport,  Massachusetts.  In  1784 
was  established  in  Baltimore  the  firm  of  Thomas,  Andrews  &  Butler, 
and  in  1796  in  Albany  the  firm  of  Thomas,  Andrews  &  Penniman. 
It  is  apparent  from  this  that  he  directed  what  was  almost — for  those 
days — a  printing  “trust.” 

Thomas  continued  to  print  almanacs  and  juveniles,  a  style  of 
publication  which  he  had  been  issuing  before  he  left  Boston.  The 
books  for  children  were  patterned  after  those  published  in  London 
by  John  Newbery.  In  1782  a  bindery  was  added  to  his  printing 
office.  In  1785  Thomas  began  to  print  Perry's  Spelling  Boo\,  a  lucra¬ 
tive  venture  with  a  schoolbook  which  continued  in  popularity  for 
forty  years.  In  1789,  through  permission  of  the  author,  his  Boston 
office  was  printing  still  larger  editions  of  Noah  Webster’s  Spelling 
Boo\.  He  also  issued  many  works  of  political  character,  Fourth  of 
July  orations,  and  Masonic  orations,  Thomas  being  an  enthusiastic 
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adherent  of  Masonry  and  grand  master  for  several  terms  of  office. 
In  1793  Thomas  erected  a  paper  mill  in  Quinsigamond. 

Religious  works  formed  another  important  class,  and  the  Bible 
was  the  best  seller  in  this  category.  This  was  issued  in  all  formats 
from  folio  to  duodecimo.  The  text  being  so  long,  it  was  impossible 
for  the  average  printer  to  set  all  the  text  in  type  at  one  time,  much 
less  to  tie  up  such  an  amount  of  type  to  keep  the  job  standing.  The 
usual  method  was  to  set  up  several  forms  and  print  off  the  quantity 
of  sheets  required  for  the  edition  in  hand,  then  distribute  the  type, 
print  some  more  forms,  and  repeat  until  the  book  was  completed. 
This  involved  the  expense  of  composition  for  each  edition  printed, 
as  well  as  the  likelihood  of  errors  creeping  in  each  time.  Thomas 
conceived  the  idea  of  buying  enough  type  to  set  the  whole  Bible  at 
one  time  and  keep  it  standing,  thus  making  the  printing  of  a  new 
edition  a  simple  matter.  An  arrangement  was  made  with  the  Fry 
Foundry  in  London  to  supply  the  type,  and  the  pages  were  set  in 
London  and  shipped  to  Worcester.  The  book  was  known  as  the 
“Standing  Bible”  and  was  the  first  edition  of  the  Scriptures  pub¬ 
lished  on  this  plan  in  America. 

Thomas  also  received  from  England  a  set  of  types  to  publish  his 
“Musick  Books,”  among  which  the  most  important  is  his  Laus  Deo, 
the  first  edition  of  which  appeared  in  1786. 

In  1808  Thomas  began  that  work  which  had  been  his  ambition 
all  through  life — the  writing  and  publishing  of  a  History  of  Printing 
in  America .  This  book  was  not  to  exhaust  the  history  of  printing, 
but  “to  collect  and  preserve  materials  for  such  a  History.”  Thomas 
was  the  logical  and  best-equipped  writer  of  such  a  history,  having 
lived  through  the  period  of  which  he  wrote  and  having  had  con¬ 
tacts,  either  personal  or  through  correspondence,  with  the  men  of 
whom  he  wrote.  But  for  his  interest  in  the  subject,  record  of  the 
work  of  many  pioneer  American  printers  would  have  been  lost. 
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While  there  have  been  published  in  recent  years  several  monographs 
on  the  work  of  individual  American  printers,  the  Thomas  book  had 
remained  up  until  1936  the  only  general  work  on  early  printers 
and  printing  in  the  United  States. 

The  first  attempt  at  such  a  record  could  not,  in  the  nature  of 
things,  be  perfect,  and  no  one  realized  this  better  than  the  author. 
No  sooner  was  the  book  out  than  he  began  making  notes  and 
gathering  material  based  on  the  correspondence  he  received,  in 
preparation  for  a  revised  edition.  At  the  beginning  of  his  notes 
Thomas  wrote:  “If  I  should  not  live  to  fulfil  my  intention,  and  the 
books  should  be  printed  again,  I  hope  that  some  friend  will  do  it.” 
This  wish  was  carried  out  when  the  American  Antiquarian  Society, 
over  a  half  century  later,  issued  a  revised  edition  of  his  History  of 
Printing  in  America . 

The  problem  of  disposal  of  the  large  library  which  Thomas  had 
collected  during  his  life  and  more  particularly  during  the  writing  of 
the  History  was  solved  by  the  decision  to  found  a  new  historical 
society.  In  November,  1812,  the  American  Society  of  Antiquaries 
met,  and  Thomas  was  elected  president,  which  office  he  retained 
until  his  death  in  1831.  To  this  group,  the  present  American  Anti¬ 
quarian  Society,  he  gave  his  library,  his  collection  of  early  American 
newspapers,  and  his  papers  and  records.  At  his  death  he  bequeathed 
to  the  society  what  was,  in  those  days,  a  consequential  fortune.  Since 
its  foundation  the  American  Antiquarian  Society  has  developed  a 
library  which  constitutes  now  one  of  the  most  important  sources  for 
the  study  of  American  history  anywhere  to  be  found.  Unlike  many 
historical  societies,  it  is  operated  on  enlightened  principles,  the  aim 
being  to  render  to  students  all  assistance  within  its  power  and  to 
make  its  collection  not  a  morgue  for  mummies  but  a  laboratory  for 
creative  work.  Perhaps,  though,  this  is  only  a  reflection  of  the  spirit 
of  its  founder. 
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Starting  with  a  good  collection  of  early  American  newspapers, 
there  have  been  constant  additions  of  newspapers,  which  constitute 
one  of  the  fundamental  sources  of  historical  fact.  The  present  di¬ 
rector,  Dr.  Clarence  S.  Brigham,  has  made  and  is  now  revising  a 
census  of  American  newspapers  published  before  1821  in  all  the 
libraries  of  the  country,  an  invaluable  contribution  to  American 
bibliography. 

Regarding  the  aims  of  Isaiah  Thomas  in  founding  the  American 
Antiquarian  Society,  his  grandson,  Judge  Benjamin  Franklin 
Thomas,  wrote: 

In  his  business  as  a  printer  and  bookseller,  in  gathering  the  materials  for 
his  history  of  printing,  having  a  deep  personal  interest  in  the  annals  of 
a  country  whose  course  he  had  watched,  not  idly,  from  colonial  depend¬ 
ence  to  national  greatness,  a  lover  and  reader  of  books,  touched  early  by 
the  gentlest  of  infirmities,  bibliomania,  he  had  collected  a  library  especially 
rich  as  to  the  fountains  and  springs  ( fontes  et  origines)  of  American  history. 
His  researches  had  taught  him  the  value  of  such  a  collection;  his  observation 
and  experience  had  shown  him  how  quickly  the  sources  of  our  history  were 
drying  up,  how  rapidly  the  monuments  of  the  past  were  crumbling  and 
wasting  away.  He  saw  and  understood,  no  man  better,  from  what  in¬ 
finitely  varied  and  minute  sources  the  history  of  a  nation’s  life  was  to  be 
drawn;  that  the  only  safe  rule  was  to  gather  up  all  the  fragments  so  that 
nothing  be  lost.  It  was  in  the  light  of  this  experience,  and  with  a  view  to 
garner  up  and  preserve  the  materials  of  our  history,  that  he  conceived  the 
plan  of  the  American  Antiquarian  Society,  of  making  his  own  library  the 
basis  of  its  collections,  and  of  giving  to  the  cause  of  good  letters  a  liberal 
share  of  the  fortune  he  had  acquired  in  their  service. 

Ardent  patriot,  able  typographer,  successful  printer,  erudite  his¬ 
torian,  founder  of  a  great  learned  society,  respected  citizen — such 
was  the  career  of  the  lad  apprenticed  to  typesetting  at  the  age  of  six. 
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The  Spread  of  Printing  in  America 

I~ 'HE  spread  of  printing  throughout  the  enormous  areas  of  the 
two  Americas  presents  a  picture  altogether  different  from 
that  of  the  propagation  of  the  art  in  Europe.  In  the  Old 
World,  printing  developed  and  spread  in  communities  which  had 
each  its  background  of  centuries  of  culture.  Across  the  Atlantic, 
on  the  other  hand,  printing  became  one  of  the  implements  of  im¬ 
planting  and  fostering  the  cultural  heritage  of  European  civilization 
in  environments  that  were  utterly  new  and  strange.  In  the  Americas 
the  press  accompanied  the  cross  and  the  sword,  the  ax  and  the  plow, 
in  the  world’s  most  magnificent  pioneering  adventure. 

Something  has  already  been  said  about  the  first  coming  of  the 
press  to  America  and  its  establishment  in  Mexico  and  later  in  Peru 
before  the  close  of  the  sixteenth  century.  And  we  have  also  noted 
the  first  appearance  of  printing  in  English-speaking  America  a  full 
century  after  Juan  Pablos  began  work  as  a  printer  in  New  Spain. 
Of  the  further  spread  of  printing  in  North  America  no  more  than 
a  brief  survey  can  be  offered  here. 

Nearly  fifty  years  after  the  first  establishment  of  the  press  in 
Massachusetts,  William  Bradford,  a  printer  from  London,  came 
to  Philadelphia  and  there  began  to  print  in  1685  under  the  auspices 
of  the  Society  of  Friends,  or  Quakers,  headed  by  William  Penn. 
In  the  same  year  another  English  printer,  William  Nuthead,  set  up 
his  press  at  Saint  Mary’s  City,  in  Maryland,  after  a  futile  attempt 
three  years  earlier  to  work  at  his  craft  in  Virginia.  At  the  time,  the 

governmental  authorities  in  Virginia  resolutely  forbade  printing  of 
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any  kind  in  that  dominion.  In  Pennsylvania  there  was  no  ban 
against  printing,  but  its  use  was  so  hedged  about  with  official  regula¬ 
tions  and  limitations  that  William  Bradford  was  often  in  trouble 
with  the  authorities.  The  first  product  of  his  press  was  a  humble 
almanac  for  the  year  1686,  but  in  it  occurred  the  term  “Lord  Penn,” 
which  the  provincial  council  found  so  offensive  that  it  reprimanded 
the  printer  and  gave  him  strict  instructions  as  to  what  he  might 
or  might  not  print. 

After  recurring  conflicts  with  the  authorities  Bradford  in  1692 
printed  a  pamphlet  for  George  Keith,  a  Quaker  who  at  the  time 
had  come  under  the  disapproval  of  the  Society  of  Friends.  The 
printer  was  arrested  and  imprisoned,  together  with  several  others 
involved  in  producing  and  distributing  the  offending  pamphlet. 
Bradford  appealed  to  Governor  Benjamin  Fletcher,  who  held  the 
dual  position  of  governor  of  New  York  and  also  of  Pennsylvania. 
Fletcher  disposed  of  the  case  quite  simply  by  appointing  Bradford 
the  royal  printer  at  New  York.  William  Bradford,  therefore,  hur¬ 
riedly  departing  from  Philadelphia,  became  the  first  printer  in  the 
province  of  New  York  in  1693. 

Philadelphia’s  outstanding  claim  to  fame  in  the  history  of  print¬ 
ing  in  colonial  America  is  that  that  city  was  the  home  for  nearly 
seventy  years  of  the  immortal  Benjamin  Franklin,  whose  career  has 
been  sketched — quite  inadequately  in  so  brief  a  space — in  an  earlier 
chapter.  Philadelphia  was  also  the  focal  point  of  the  American 
Revolution,  and  the  printers  of  that  city,  on  both  sides  of  the  con¬ 
troversy,  made  important  contributions  to  the  history  of  the  mo¬ 
mentous  struggle  between  the  colonists  and  the  mother  country. 
Among  Philadelphia’s  typographic  distinctions  is  also  the  fact  that 
in  that  city  was  printed  the  first  American  edition  of  the  Bible  in 
English,  produced  in  1782  from  the  press  of  Robert  Aitken.  It 
might  further  be  noted  that  the  large  German  immigration  to  Penn- 
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sylvania  resulted  in  the  development,  near  Philadelphia,  of  an  im¬ 
portant  German-language  press  in  that  colony,  beginning  in  1738. 

In  Maryland  the  printing  career  of  William  Nuthead  was  brief 
and  unimportant  except  for  the  fact  that  he  was  the  first  to  set  up  a 
press  in  that  colony.  He  died  in  1695  and  was  succeeded  by  his 
widow,  Dinah — the  first  instance  in  America  of  a  woman  being  in 
complete  charge  of  a  printing  office.  She  was  almost  completely 
illiterate,  however,  and  had  little  success  with  the  printing  business, 
which  she  relinquished  in  1696.  The  first  really  successful  printer 
to  work  in  Maryland  was  William  Parks,  from  Ludlow,  in  Eng¬ 
land,  who  printed  at  Annapolis  for  ten  or  eleven  years  beginning  in 
1726.  In  1730  he  set  up  a  branch  office  at  Williamsburg,  Virginia, 
thus  becoming  the  first  printer  actually  to  operate  a  printing  plant 
in  the  Old  Dominion.  In  1737  he  gave  up  his  Annapolis  office  en¬ 
tirely  and  printed  in  Virginia  until  his  death  in  1750. 

Parks  was  succeeded  at  Annapolis  by  Jonas  Green,  a  grandson 
of  that  Samuel  Green  of  Cambridge,  Massachusetts,  whose  descend¬ 
ants  appear  in  American  printing  history  throughout  two  centuries. 
Green  began  to  print  in  Maryland  in  1739  and  died  there  in  1767. 
His  widow,  three  of  his  sons,  and  a  grandson  continued  until  1839 
the  business  which  he  had  founded. 

Another  outstanding  figure  in  the  history  of  the  American  press 
was  William  Goddard,  who  set  up  a  press  in  Baltimore  in  1773 
after  a  number  of  years  of  experience  as  a  printer  in  Providence, 
Rhode  Island,  and  in  Philadelphia.  Goddard  was  an  ardent  patriot 
and  sensed  the  inevitably  approaching  conflict  between  the  Amer¬ 
ican  colonies  and  Great  Britain.  In  1774  he  put  his  Baltimore  print¬ 
ing  enterprise  into  the  competent  hands  of  his  sister,  Mary  Kath¬ 
erine  Goddard,  and  devoted  all  his  time  and  energy  to  the  creation 
of  an  American  postal  system  which  should  take  the  place  of  the 
inefficient  British  colonial  postal  service.  Though  his  “American 
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Post  Office  on  constitutional  principles”  was  adopted  by  the  Con¬ 
tinental  Congress  in  1775  as  the  official  postal  system  of  the  new 
government,  Goddard’s  two  years  of  intensive  work  and  the  “God¬ 
dard  post  offices”  in  operation  from  Maine  to  Georgia  brought 
almost  no  further  official  recognition  to  the  creator  of  what  has 
since  become  the  United  States  postal  service. 

In  New  York,  William  Bradford  from  1693  until  his  retirement 
from  active  work  in  1744  made  for  himself  an  enviable  reputation 
as  a  printer  and  as  a  citizen.  In  1725  he  began  the  printing  and  pub¬ 
lication  of  the  New-Yor\  Gazette.  Andrew  Bradford,  one  of  his  two 
sons,  went  to  Philadelphia  and  established  a  successful  printing  busi¬ 
ness  which  was  continued  by  his  nephew  and  foster  son,  William 
Bradford.  William’s  son  and  grandson  maintained  the  tradition  of 
the  Bradfords  as  printers  in  Philadelphia  until  1813. 

The  outstanding  event  in  the  history  of  the  press  in  colonial  New 
York  was  the  famous  trial  of  John  Peter  Zenger  which  established 
the  principle  of  the  freedom  of  the  press  in  British  North  America. 
Zenger,  an  apprentice  and  later  a  partner  of  the  pioneer  William 
Bradford,  was  the  printer  and  nominally  the  publisher  in  1733  of 
the  New-Yor\  Weekly  Journal ,  which  published  some  covert  attacks 
on  the  administration  of  the  province  and  particularly  on  William 
Cosby,  the  highly  unpopular  governor.  For  one  of  these  publica¬ 
tions  the  governor  commanded  that  Zenger  be  imprisoned,  although 
the  grand  jury  had  refused  to  return  an  indictment  against  the 
printer  for  libel.  At  the  trial  of  the  prisoner,  in  August,  1735,  the 
defense  was  conducted  by  Andrew  Hamilton,  a  venerable  attorney 
of  high  reputation  from  Philadelphia.  In  spite  of  a  packed  court, 
the  defendant  was  acquitted  with  a  verdict  which  established  for 
the  first  time  the  legal  principle  that  in  cases  of  libel  the  jury  should 
be  the  judges  of  both  the  law  and  the  facts.  This  marked  an  im¬ 
portant  step  forward  in  the  fight  for  the  complete  freedom  of  the 
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press,  which  almost  since  the  first  introduction  of  printing  had  been 
sternly  limited  in  England  and  elsewhere. 

In  Connecticut  the  printing  press  first  made  its  appearance  in 
1709,  when  Thomas  Short  arrived  in  New  London  from  Boston 
and  began  to  print  the  official  documents  of  the  Connecticut  colonial 
government.  For  thirty  years  the  laws,  proclamations,  and  other 
official  matters  had  been  printed  for  Connecticut  by  Samuel  Green 
in  Cambridge  or  by  Samuel’s  son  Bartholomew  in  Boston.  Short 

was  a  connection  by  marriage  with  the  Green  family  and  probably 

/ 

a  member  of  Bartholomew’s  household.  But  the  first  Connecticut 
printer  died  in  1712,  and  the  colony  again  applied  to  the  Greens 
for  help.  This  time  Timothy  Green,  the  younger  brother  of  Bar¬ 
tholomew,  answered  the  call  in  1714.  He  and  at  least  ten  of  his 
direct  descendants  printed  in  Connecticut  for  over  a  century. 

William  Bradford,  who  introduced  printing  in  Pennsylvania 
and  later  in  New  York,  was  also  the  first  to  operate  a  press  in  New 
Jersey,  where  he  printed  a  quantity  of  the  colony’s  paper  money 
and  also  an  issue  of  the  New  Jersey  laws  at  Perth  Amboy  in  1723. 
For  some  time  before  and  after  this  date,  Bradford  printed  for  New 
Jersey  in  his  New  York  shop.  About  1728  Samuel  Keimer,  of  Phila¬ 
delphia,  with  a  young  man  named  Benjamin  Franklin  in  his  em¬ 
ploy,  set  up  a  press  in  Burlington  to  print  New  Jersey’s  currency 
and  also  the  current  laws  of  the  colony.  But  the  first  permanent 
press  in  New  Jersey  was  not  put  in  operation  until  about  1754,  when 
James  Parker  began  to  print  at  Woodbridge,  his  birthplace,  after 
having  worked  for  ten  years  or  so  in  the  city  of  New  York. 

After  New  Jersey,  the  next  of  the  American  colonies  to  welcome 
the  press  was  Rhode  Island,  where  the  first  printer  was  James 
Franklin,  older  brother  and  one-time  master  in  the  printing  trade 
of  Benjamin  Franklin.  James  was  possibly  influenced  by  the  un¬ 
friendly  attitude  of  the  Boston  authorities  in  his  removal  from  that 
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city  to  Newport,  where  he  set  up  shop  in  1727.  He  died  there  in 
1735,  leaving  his  business  to  his  widow,  Ann  Smith  Franklin,  who 
carried  it  on  successfully  for  nearly  thirty  years.  In  her  conduct  of 
the  printing  office  Ann  Franklin  was  assisted  by  her  son  and  two 
daughters,  all  of  whom  had 
been  trained  as  printers. 

The  son,  James  Franklin, 

Jr.,  after  an  apprenticeship 
in  Philadelphia  under  his 
distinguished  uncle  Benja¬ 
min,  returned  to  Newport 
when  he  came  of  age  and 
became  his  mother’s  partner. 

Historically  important 
among  the  early  printers  of 
Rhode  Island  was  William 
Goddard.  After  an  appren¬ 
ticeship  under  James  Parker 
in  New  Haven  and  New 
York,  Goddard  set  up  the 
first  press  in  the  town  of 
Providence  in  1762.  In  this 
enterprise  he  was  assisted  as 
a  business  partner  by  his 
mother,  Sarah  Updike  God¬ 
dard.  His  career  took  him 
later  to  Philadelphia  and  finally  to  Baltimore.  His  part  in  the  crea¬ 
tion  of  the  American  postal  system  has  already  been  mentioned,  but 
it  should  also  be  noted  that  as  a  craftsman  he  was  distinguished  by 
the  quality  of  his  work,  his  typographic  taste  and  skill  being  mark¬ 
edly  superior  to  the  then  prevailing  standards  of  American  printing. 
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The  resolute  opposition  of  Virginia’s  government  to  the  estab¬ 
lishment  of  printing  in  that  colony  was  not  overcome  until  1730, 
when  William  Parks  began  to  print  at  Williamsburg.  Parks  was  a 
good  printer,  with  an  intelligent  interest  not  only  in  typography 
but  also  in  literature.  It  is  interesting  to  note  that  one  of  the  very 
first  things  he  printed  at  Williamsburg  was  a  sixteen-page  pamphlet 
containing  Typographic  An  Ode,  on  Printing,  written  by  a  local 
scholar  and  ‘occasion’d  by  the  setting  up  a  Printing  Press  in 
Williamsburg” — the  earliest  American  appreciation  of  the  press. 

As  early  as  1722  the  province  of  South  Carolina  began  to  make 
efforts  to  procure  a  printer  to  print  its  laws,  but  without  success 
until  1731,  when  a  bonus  of  ^1,000 — albeit  in  colonial  currency — 
induced  not  one  printer  but  three  to  move  to  Charleston  and  conv 
pete  for  the  promised  position  of  official  printer.  The  three  were 
George  Webb,  Thomas  Whitmarsh,  and  Eleazer  Phillips,  Jr.  Until 
recent  years  it  was  impossible  to  say  which  of  the  three  was  actually 
the  first  to  print  in  South  Carolina.  But  in  1932  the  writer  was  for¬ 
tunate  enough  to  locate  in  the  Public  Record  Office,  London,  the 
evidence  which  seems  to  settle  the  question.  It  is  a  printed  document 
dated  November  4,  1731,  and  bearing  the  imprint  “Charles  Town, 
Printed  by  George  Webb.”  At  the  same  time  and  place  was  also 
located  another  document  with  the  imprint  of  Whitmarsh,  but 
dated  November  27,  1731. 

Webb  and  Phillips,  however,  left  but  little  trace  in  the  records 
of  South  Carolina  printing.  Phillips  is  thought  to  have  died  in  an 
epidemic  which  ravaged  Charleston  in  1732,  and  Webb  may  have 
died  at  the  same  time.  Whitmarsh  was  left  in  command  of  the  field. 
He  had  gone  to  Charleston  as  a  partner  of  Benjamin  Franklin,  for 
whom  he  had  worked  in  Philadelphia.  When  he  died  in  1733,  he 
was  succeeded  as  Franklin’s  Charleston  partner  by  Lewis  Timothy. 
Timothy  with  his  widow  Elizabeth,  his  son  Peter,  his  daughter-in- 
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law  Ann,  and  his  grandson  Benjamin  Franklin  Timothy  formed 
an  influential  dynasty  of  printers  which  continued  until  1802. 

South  Carolina  was  predominantly  an  agricultural  province  with 
few  centers  which  could  be  called  in  any  sense  urban.  In  that 
region,  therefore,  the  press  developed  but  slowly,  and  hardly  at  all 
outside  of  Charleston  before  the  end  of  the  century.  For  the  same 
reasons  printing  was  late  in  finding  a  foothold  in  the  neighboring 
province  of  North  Carolina.  Not  until  1749  did  James  Davis  move  to 
New  Bern,  probably  from  Virginia,  and  set  up  his  press  in  response 
to  the  government’s  urgent  need  of  someone  to  print  its  laws.  He 
continued  to  work  there  until  his  death  in  1785.  Printing  in  this 
slowly  developing  province  was  uneventful  and  was  confined  for 
many  years  to  a  few  small  towns  on  or  near  the  seacoast. 

Outside  of  the  present  borders  of  the  United  States,  British 
North  America  had  no  press  until  1752.  In  that  year  John  Bushell, 
from  Boston,  moved  his  printing  shop  to  Halifax,  Nova  Scotia,  a 
town  which  had  just  been  founded.  The  prime  mover  of  the  Halifax 
printing  venture  was  Bartholomew  Green,  grandson  of  the  Cam¬ 
bridge  printer,  who  had  the  daring  to  try  his  fortunes  in  the  Nova 
Scotian  wilderness  at  the  age  of  fifty.  But  he  died  in  1751,  a  few 
weeks  after  his  arrival  in  Halifax,  and  his  mantle  of  pioneering  fell 
on  the  shoulders  of  Bushell,  a  Boston  associate,  whose  principal 
claim  to  fame  is  that  he  thus  became  the  first  printer  in  Canada. 

New  Hampshire  had  no  press  until  1756,  when  Daniel  Fowle, 
disgusted  with  the  repressions  of  the  authorities  in  Boston,  departed 
from  that  city  and  set  up  shop  in  Portsmouth.  In  little  Delaware, 
which  was  economically  hardly  more  than  a  dependency  of  Penn¬ 
sylvania,  James  Adams,  at  Wilmington  in  1761,  was  the  first  to 
establish  a  press.  And  in  far-off  Georgia,  the  last  of  the  colonies  to 
be  established,  no  printing  was  done  until  1763 — more  than  a  hun¬ 
dred  years  after  the  introduction  of  printing  in  Massachusetts. 
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James  Johnston,  a  recent  immigrant  from  Scotland,  was  induced  to 
procure  the  necessary  equipment  with  which,  in  1763,  he  set  up  a 
press  at  Savannah,  primarily  to  serve  the  provincial  government. 

In  1764  William  Brown  and  Thomas  Gilmore,  both  from 
Philadelphia,  ventured  to  seek  their  fortunes  far  to  the  north  and 
became  the  first  fully  authenticated  printers  in  Quebec.  There  is 
some  reason  to  suspect,  however,  that  Bishop  Pontbriand,  the  last 
ecclesiastical  head  of  the  Quebec  diocese  under  the  French  regime, 
may  have  had  a  small  private  press  there  as  early  as  1759.  It  was 
under  distinctly  French  auspices  that  printing  began  in  Louisiana 
in  1764  with  Denis  Braud  as  the  pioneer  craftsman.  One  of  the  very 
first  things  which  Braud  printed  was  a  proclamation  of  the  French 
king  giving  notice  that  Louisiana  had  been  ceded  to  Spain. 

The  struggle  of  the  American  Revolution  interrupted  the  spread 
of  printing  to  new  regions,  but  in  1780,  as  the  war  was  drawing  to 
its  close,  Judah  Padock  Spooner,  a  connection  by  marriage  with  the 
famous  Green  family,  took  the  press  to  the  new  state  of  Vermont, 
where  he  set  up  shop  at  Westminster.  The  Revolution  was  over 
before  Benjamin  Titcomb,  at  Falmouth  (now  Portland)  in  1785, 
became  the  first  printer  in  Maine,  which  was  then  a  “district”  under 
the  jurisdiction  of  Massachusetts. 

Characteristic  of  the  development  of  printing  in  the  British 
American  colonies  is  the  fact  that  the  pioneer  printers,  with  very 
few  exceptions,  sought  to  support  themselves  by  the  printing  of 
newspapers.  In  practically  every  case,  too,  the  compelling  motive  for 
the  introduction  of  printing  into  the  different  provinces  was  the 
urgent  necessity  of  having  the  laws  available  in  printed  form.  There 
was  naturally  much  competition  for  the  appointment  as  “royal 
printer,”  or  “king’s  printer,”  or  “printer  to  the  crown,”  as  such 
appointment  gave  the  printer  a  certain  official  status  as  well  as  assur¬ 
ing  him  a  fairly  definite  income.  At  centers  such  as  Boston,  New 
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York,  and  Philadelphia,  the  printing  industry  at  the  onset  of  the 
Revolution  had  developed  into  considerable  importance,  and  the 
local  presses  were  supplying  a  consequential  part  of  their  communi¬ 
ties’  cultural  needs  for  reading  matter. 

The  printers  for  the  most  part  were  their  own  publishers, 
although  the  trade  of  the  publisher,  whose  books  were  printed  for 
him,  was  beginning  to  appear.  The  printing  office  in  many  a  town 
was  also  the  local  bookstore,  and  printers  in  many  places  regu¬ 
larly  advertised  the  books  which  they  had  imported,  from  England 
or  from  the  larger  American  centers,  as  well  as  the  books  and 
pamphlets  which  they  themselves  had  printed. 

Under  British  rule  the  colonial  governments  held  the  press 
under  rather  strict  control  and  were  quick  to  “crack  down”  on  any 
printer  who  transgressed  the  limits  of  the  freedom  allowed  him. 
The  records  contain  innumerable  instances  of  printers  who  were 
reprimanded,  fined,  or  even  imprisoned  for  daring  to  print  some¬ 
thing  of  which  the  authorities  did  not  approve  or  for  which  the 
requisite  permission  had  not  been  obtained.  The  colonial  news¬ 
papers,  therefore,  were  rather  colorless  affairs,  their  columns  con¬ 
taining  mostly  “intelligence”  from  abroad,  with  almost  no  local 
news  and  (before  the  dissension  with  the  mother  country  became 
acute)  with  barely  a  trace  of  real  editorial  opinion — particularly  of 
opinion  critical  of  the  government. 

But  after  independence  had  been  achieved,  restrictions  upon  the 
press  were  almost  entirely  removed.  Furthermore,  the  establishment 
of  the  new  government  of  the  United  States  opened  up  for  settle¬ 
ment  a  vast  area  of  land  in  the  “western  country,”  and  a  new  era 
of  American  pioneering  began.  A  mass  migration  was  soon  under 
way,  and  the  press  was  swept  with  it  into  almost  uncharted  regions 
beyond  the  Alleghanies. 

Hugh  Henry  Breckenridge  stood  in  the  little  settlement  at  the 
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:  confluence  of  the  Monongahela  and  Alleghany  rivers  and  pro¬ 
phetically  said  of  the  site,  “Nevertheless,  it  appeared  to  me  as  what 
1  would  one  day  be  a  town  of  note.”  He  procured  two  young  crafts¬ 
men  from  Philadelphia,  John  Scull  and  Joseph  Boyd,  and  backed 
them  in  establishing  the  Pittsburgh  Gazette .  Its  first  issue  appeared 
on  July  29,  1786 — a  memorable  date  because  it  marked  the  first  issue 
of  a  press  which  definitely  looked  westward  for  its  destiny. 

The  following  year  John  Bradford,  from  Virginia,  a  surveyor 
by  profession,  began  the  Kentucky  Gazette  at  Lexington.  Bradford’s 
brother,  Fielding  Bradford,  learned  what  he  could  of  the  printing 
craft  in  a  few  months’  apprenticeship  with  John  Scull  in  Pittsburgh, 
procured  a  simple  printing  equipment,  and  brought  it  down  the 
Ohio.  With  such  technical  aid  and  advice  as  they  could  get  from 
Thomas  Parvin,  an  aged  and  broken-down  craftsman  from  Phila¬ 
delphia,  the  Bradfords  launched  the  press  in  Kentucky,  where  for 
a  generation  it  was  to  be  the  principal  source  of  cultural  material  for 
I  the  whole  western  country.  In  1791  George  Roulstone,  a  printer 
I  from  Salem,  Massachusetts,  who  had  been  working  at  Fayetteville, 

!  North  Carolina,  with  Robert  Ferguson  as  partner,  crossed  the  moun- 
l  tains  with  his  equipment  and  set  up  a  press  at  Rogersville,  the  first 
1  in  Tennessee.  In  1793  William  Maxwell,  printer  and  former  Revo- 
I  lutionary  soldier,  after  working  at  his  trade  for  a  short  time  at  Lex- 
i  ington,  moved  across  the  Ohio  and  established  the  first  press  in 
Ohio  at  Cincinnati,  publishing  on  November  9  of  that  year  the  ini¬ 
tial  issue  of  the  Centinel  of  the  North-Western  Territory . 

Growth  of  the  western  country  was  rapid  as  population  poured 
into  it  at  an  amazing  rate.  By  1804  there  was  sufficient  settlement 
in  the  wilds  of  Indiana  to  require  the  service  of  the  press,  and  Elihu 
Stout,  formerly  an  employee  under  John  Bradford  in  Kentucky, 
introduced  printing  into  that  territory  at  Vincennes,  then  the  seat 
of  territorial  government.  In  1808  the  press  crossed  the  Mississippi 
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River  for  the  first  time  when  Joseph  Charless,  an  Irish  printer  who 
had  worked  in  Philadelphia  and  later  in  Kentucky  at  Lexington 
and  Louisville,  established  the  Missouri  Gazette  at  the  old  French 
settlement  of  Saint  Louis.  Printing  took  root  in  Michigan  in  1809, 
under  the  direction  of  Rev.  Gabriel  Richard,  a  courageous  and  enter¬ 
prising  Catholic  missionary  priest,  who  brought  James  Miller  from 
,  Utica,  New  York  state,  to  print  textbooks  and  religious  works  for 
him  at  Detroit.  There  had  been  some  earlier  printing  at  Detroit, 
however,  the  evidence  showing  that  a  printer  named  John  McCall 
had  worked  there  from  1796  to  1805. 

Meanwhile,  far  to  the  south,  the  press  had  been  introduced  into 
Florida  in  1783  by  John  Wells  and  William  Charles  Wells,  loyalist 
refugees  from  revolutionary  Charleston,  who  continued  at  Saint 
Augustine  a  newspaper  which  had  earlier  been  published  in  the 
South  Carolina  town.  It  cannot  be  said,  however,  that  the  press 
became  an  established  factor  in  Florida  until  1821,  two  years  after 
the  United  States  had  purchased  that  territory  from  Spain.  In 
Mississippi,  Andrew  Marschalk,  a  printer  who  was  also  an  army 
officer,  introduced  printing  by  the  operation  of  a  small  printing  shop 
at  Walnut  Hills,  near  Natchez,  about  1798.  Marschalk  continued 
his  career  as  a  printer  in  Mississippi  for  about  forty  years.  In  Ala¬ 
bama,  in  1807,  an  unidentified  craftsman  did  the  first  printing,  with 
types  that  were  ‘old  and  much  worn,”  at  Wakefield,  a  site  which 
has  since  vanished.  The  earliest  Alabama  printer  whose  name  is 
known  was  P.  J.  Forster,  whose  imprint  appeared  at  St.  Stephens 
early  in  1811.  Later  in  the  same  year,  Samuel  Miller  and  John  B. 
Hood  began  a  newspaper  at  Fort  Stoddert,  a  temporary  military 
establishment  a  few  miles  above  Mobile. 

Illinois  Territory,  set  off  from  Indiana  in  1809,  had  its  first 
capital  at  Kaskaskia,  a  settlement  on  the  Mississippi  River  which 
has  long  since  disappeared.  As  no  press  had  as  yet  been  set  up  in 
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the  new  territory,  the  first  book  of  Illinois  laws  was  printed  in  1813 
by  Matthew  Duncan  at  Russellville,  Kentucky,  the  town  from  which 
had  come  Ninian  Edwards,  territorial  governor  of  Illinois.  But  in 
the  spring  of  1814  the  need  for  a  printer  in  the  territory  had  become 
so  acute  that  Duncan  was  induced  to  remove  his  shop  from  Russell¬ 
ville  to  Kaskaskia  and  thus  became  the  first  printer  in  Illinois. 

By  1830,  five  new  states  had  been  created  out  of  the  western 
wilderness  and  added  to  the  Union.  The  population  of  these  states 
was  then  served  by  some  two  hundred  newspapers,  while  it  also 
provided  many  other  activities  for  the  press  in  the  varied  demands 
of  its  political,  economic,  social,  and  religious  life.  Up  to  about  this 
time,  most  of  the  migration  into  the  western  country  had  followed 
the  Ohio  River  or  had  crossed  the  mountain  passes  from  Virginia# 
and  North  Carolina  into  Tennessee.  But  there  then  set  in  a  second 
wave  of  migration,  mostly  from  New  England  and  New  York, 
which  followed  the  Mohawk  Valley  and  passed  over  to  the  Great 
Lakes.  This  northern  stream  populated  Michigan,  the  northern 
parts  of  Ohio,  Indiana,  and  Illinois,  and  also  reached  into  Wisconsin. 

A  birdseye  view  of  the  spread  of  the  press  throughout  the  region 
west  of  the  Mississippi  is  presented  in  the  following  dates  of  the 
advent  of  printing  in  a  number  of  the  present  states  of  the  Union: 
Texas,  1817;  Iowa,  1836;  Minnesota,  1849;  Nevada,  1858;  Colo¬ 
rado,  1859.  The  Mormons  operated  a  press  at  Salt  Lake  City,  Utah, 
beginning  in  1849.  In  California  and  in  New  Mexico,  printing  be¬ 
gan  in  1834,  in  both  cases  under  Mexican  auspices.  Some  crude, 
amateurish  printing  has  been  recorded  in  California  two  years  or  so 
before  the  regular  establishment  of  the  press  there.  Oregon  had  its 
first  press  in  1846,  Washington  in  1852,  Arizona  in  1859.  The  zeal 
of  Christian  missionaries  to  the  Indians  had  taken  printers,  in  ad¬ 
vance  of  commercial  need  for  the  press,  into  the  present  areas  of 
Kansas  in  1834,  Oklahoma  in  1835,  and  Idaho  in  1839.  Last  of  the 
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states  to  receive  the  benefits  of  the  press  were  Montana  and  Wyom¬ 
ing,  in  both  of  which  printing  began  in  1863,  and  North  Dakota, 
in  which  the  first  authenticated  printing  was  done  in  1864. 

Wherever  the  settlers  went,  there  too  went  the  pioneer  printers, 
with  the  materials  for  publishing  their  little  newspapers  in  raw, 
frontier  settlements,  far  from  sources  of  supplies  and  beset  with  all 
the  difficulties  and  dangers  of  life  at  the  edge  of  the  wilderness. 
Truly,  these  adventurous  craftsmen  played  a  notable  part  in  the 
winning  of  the  West  and  the  making  of  America! 


XXXII 


The  Revival  of  Craftsmanship 


BRITISH  printing  standards  were  at  their  worst,  and  ugliness 
ran  riot  in  the  field  of  typography,  when  an  artistic  genius 
of  amazing  versatility  turned  his  interests  to  bookmaking. 
The  results  were  spectacular.  William  Morris,  in  1888,  was  a  poet 
and  writer  of  eminence.  He  had  revived  fine  standards  of  artistry 
in  the  weaving  of  tapestries,  the  making  of  furniture,  the  printing 
of  cotton  and  linen,  and  other  crafts.  He  was  a  prominent  advocate 
of  socialism.  He  was  over  fifty— the  age  at  which  most  men  begin 
to  think  of  retiring — when  the  designing  and  printing  of  books 
came  to  be  one  of  the  major  interests  in  his  life.  It  came  about  in 
the  following  manner. 

When  materials  were  being  gathered  for  the  first  Arts  and 
Crafts  Exhibition,  Morris  found  that  there  were  none  of  the  books 
which  he  had  written  or  with  which  he  had  been  otherwise  con¬ 
cerned  which  were  worthy,  on  the  basis  of  their  artistic  merit,  of 
inclusion  among  the  exhibits.  Among  the  arts  and  crafts  in  intimate 
contact  with  daily  life,  printing  was  conspicuous  as  one  to  which  he 
had  made  no  contribution,  and  he  now  became  aware  of  the  impor¬ 
tance  of  the  omission. 

His  good  friend,  Emery  Walker,  delivered  at  that  exhibition  an 
illustrated  lecture  on  printing.  In  preparing  the  slides  for  this  ad¬ 
dress,  he  discussed  his  material  with  Morris,  and  the  two  made  a 
joint  examination  of  incunabula  as  well  as  of  manuscripts  which 
might  have  served  the  first  printers  as  models.  This  circumstance 
served  to  awaken  his  latent  interest  in  bookmaking,  and  Morris  then 
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tray  tour  Calcas,  wblcbe  was  tray  tour  to  tbeCrolans, 
and  saldjSFRa,  H,  noble  men,  wbat  tblnke  ye  to  doo 
ayenstetbe  comandement  of  tbe  goddes;  bauenot 
they  promieid  to  yow  tbe  vlctorie,  and  will  ye  now 
leue  blt?Certes  that  sboldbegrete  folye;  takeagayn 
corage  to  you  &  figbte  ye  agaynst  tbe  Crolans more 
stronglyetbanye  baueaoon  to  fore,  and  cesseyenot 
tyll  ye  baue  tbe  vktorie  that  tbe  goddes  baue  pro- 
mi  Bid  to  yowj^Hnd  than  wltb  tbewordee  of  tbe  said 
Calcas  toe  ©rekes  toke  berte  to  bem,  sayng  veryly 
that  tbey  wold  mavntene  tbe  warn  ayenst  tbe  Crol- 
ans  wbetber  Hcbllles  belpe  bem  or  not,  andtbat  for 
blm  tbey  wold  not  leue. 

Of  many  bataylles  that  were  made  on  that  one  side 
and  of  tnat  otneror  totbelrbotbegretedomage,and 
of  certayn  triews,  &  of  tbe  detb  of  tbe  noble  Croyl- 
lus  tbat  Hcbylles  slewe  ayenst  bis  promys  &  drewe 
bymat  blsborsetayll  tburgb  tbeoost,&nowHcbll- 
les  slewe  tbe  kynge  JVIenon^^ 

[RHN  tbe  triews  of  two  monetbls 
were  passld  tbey  began  to  figbte 
In  bataylle  right  sbarpely.  'Chert 
dldCroyllus  meruaylles  of  armes 
for  to  avenge  tbe  detb  of  bis  bro- 
der;  Dares  saltb  In  bis  book  tbat 
be  slewe  tbat  daye  a  tbousande 
knygbtes;  and  tbe  ©rekes  fledde 
to  fore  bym  and  tbe  bataylle  endured  to  tbe  nygbt 
tbat  departed  bemjS?Cbe  day  folowyng,  tbe  four- 
tentb  bataylle  began  barde  &  sbarpe ;  there  dlde  Dyo- 
medes  meruay  lies  of  armes,  and  slewe  many  Crolans 
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resolved  to  design  and  cut  a  font  of  type  and  re-establish  long  lost 
standards  of  craftsmanship  in  printing. 

He  thought  of  this  entirely  as  an  enterprise  to  be  undertaken  at 
his  own  cost  and  for  his  own  gratification,  having  no  thought  of 
selling  any  volume  or  volumes  to  be  produced.  Though  enthusiastic, 
his  work  was  deliberate,  for  he  spared  no  pains  to  attain  perfection. 
The  chronology  of  his  early  efforts  was : 

November,  1888.  Emery  Walker’s  lecture. 

December,  1889.  Type  designing  begun. 

December,  1890.  Last  punches  of  the  Golden  type  cut. 

January,  1891.  Proof  of  specimen  page  of  Glittering  Plain . 

The  general  model  for  the  Golden  type  was  the  roman  of 
Jenson  and  his  contemporaries.  The  best  obtainable  examples  of 
such  letters  were  enlarged  photographically  and,  with  these  before 
him,  Morris  drew  the  designs  for  the  new  type  in  large  scale. 
These  were  next  reduced  photographically  to  the  size  in  which  the 
type  was  to  be  cut  and  were  studied,  in  consultation  with  Emery 
Walker,  in  this  scale.  Each  letter  was  revised  and  restudied  with  un¬ 
stinted  pains  until,  when  the  designs  met  with  the  approval  of  the 
collaborators,  they  were  turned  over  to  Edward  Prince  for  render¬ 
ing  in  the  form  of  steel  punches.  After  cutting  by  this  expert  and 
sympathetic  engraver,  the  punches  were  “smoked”  and  proofs 
drawn.  These  were  likewise  studied,  again  considered,  and  the 
punches  altered  when  alteration  was  considered  necessary  by  the 
ultra-exigent  critics.  The  punches  were  now  driven,  types  cast,  and 
the  specimen  page  above  referred  to  was  set  up. 

The  results  so  far  were  encouraging  to  the  apprentice  printer 
now  past  the  half  century  mark.  The  original  idea  was  that  Morris 
should  have  a  small  composing  room  and  that  the  presswork  be 
done  outside.  As  his  study  of  the  elements  of  bookmaking  prog- 


Hesperides  Let  bounteous  Fates  your  spindles  full 

Fill,  and  wind  up  with  whitest  wool* 

Let  them  not  cut  the  thread 
Of  life  until  ye  bid. 

May  death  yet  come  at  last, 

And  not  with  desperate  haste; 

But  when  ye  both  can  say, 

Come,  let  us  now  away. 

Be  ye  to  the  bam  then  borne, 

Two,  like  two  ripe  shocks  of  com. 

TO  ELECTRA. 

XL  come  to  thee  in  all  those 

shapes 

As  Jove  did  when  he  made  his 
rapes: 

Only  Fll  not  appear  to  thee 
As  he  once  did  to  Semele. 
Thunder  and  lightning  Fll  lay  by 
To  talk  with  thee  familiarly. 

Which  done,  then  quickly  we'll  undress 
To  one  and  th'  other's  nakedness. 

And,  ravisht,  plunge  into  the  bed, 

Bodies  and  souls  commingled, 

And  kissing,  so  as  none  may  hear, 

We'll  weary  all  the  fables  tnere. 
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ressed,  however,  it  became  evident  that  all  the  processes  must  be 
done  under  one  roof  and  under  one  direction.  A  cottage  was  taken 
at  Hammersmith,  near  his  residence,  and  the  equipment  of  a  small 
press  installed.  So  the  Kelmscott  Press,  since  become  so  celebrated 
in  the  annals  of  fine  bookmaking,  came  into  being.  Its  name  was 
derived  from  Kelmscott  Manor,  near  Lechlade  on  the  upper 
Thames,  concerning  which  Morris  wrote:  “It  has  come  to  be  the 
type  of  the  pleasant  places  of  earth,  and  of  the  homes  of  harmless, 
simple  people  not  overburdened  with  the  intricacies  of  life;  and, 
as  others  love  the  race  of  man  through  their  lovers  or  their  children, 
so  I  love  the  Earth  through  that  small  space  of  it.” 

The  first  book  was  to  have  been  Caxton’s  translation  of  the 
Golden  Legend ,  but  this  proved  too  lengthy  for  fairly  prompt  pro¬ 
duction,  Morris  being  impatient  to  produce  his  first  book.  So  a 
shorter  composition  of  his  own,  the  Story  of  the  Glittering  Plain, 
was  selected  and  put  into  work  at  once.  In  the  engraving  of  a  border 
designed  for  this  book  by  Morris,  the  services  of  William  Harcourt 
Hooper,  a  retired  wood  engraver,  were  enlisted.  The  relation  thus 
established  continued  throughout  the  life  span  of  the  press,  it  being 
Hooper  who  rendered  on  wood  the  great  illustrative  work  of  Sir 
Edward  Burne-Jones  and  the  inimitable  book  decorations  from  the 
hand  of  the  master  of  the  press. 

The  plan  was  to  print  twenty  copies  of  the  Glittering  Plain  for 
presentation  to  Morris’s  friends,  the  “adventure”  being  a  purely 
private  and  personal  one.  But  an  unexpected  announcement  in  the 
Athenaeum  regarding  the  work  of  the  press  gave  rise  to  many 
urgent  requests  that  copies  be  made  available  for  purchase.  After 
many  misgivings,  Morris  decided  to  print  what  seemed  to  him  the 
large  number  of  two  hundred  copies  of  the  Glittering  Plain ,  twenty 
for  presentation  as  originally  contemplated,  and  one  hundred  and 
eighty  for  sale  through  his  regular  publishers.  Reeves  and  Turner. 
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The  edition  was  promptly  oversubscribed,  before  any  price  had  been 
announced.  The  price  when  it  was  fixed  represented  only  actual 
cost,  as  indeed,  throughout  the  history  of  the  press,  the  books  were 
sold  only  at  rates  calculated  to  save  Morris  from  being  out  of  pocket 
on  the  enterprise. 

Other  books  followed,  and  soon  Morris  projected  an  edition  of 
Caxton’s  Recuyell  of  the  History es  of  Troye,  designing  for  this  the 
Troy  type,  a  letter  of  strongly  Gothic  character.  A  move  was  made 
to  larger  quarters,  and  a  second  press  was  installed.  On  New  Year’s 
Day,  1895,  stiH  another  move  was  made  to  afford  larger  space,  and  at 
this  time  a  third  press  was  added  to  the  equipment.  And  the  steady 
flow  of  fine  books,  mostly  printed  in  editions  of  about  three  hundred 
copies,  continued  to  be  taken  up  by  enthusiastic  subscribers. 

The  third  type,  which  was  projected  for  the  Chaucer,  the 
majestic  volume  destined  to  be  the  crowning  glory  of  the  press,  and 
known  as  the  Chaucer  type,  was  simply  a  recutting  in  smaller  size 
of  the  Troy  type.  This  type  was  first  used  in  the  Recuyell  above 
referred  to,  which  was  published  late  in  1892. 

The  Wor\s  of  Geoffrey  Chaucer ,  which  had  been  projected  in 
1891,  was  finally  issued  in  large  folio  format  in  1896.  It  included  no 
less  than  eighty-seven  illustrations  by  Sir  Edward  Burne-Jones  and 
many  elaborate  borders,  initial  letters,  and  initial  words,  as  well  as 
a  decorative  title  page  designed  by  Morris  and  engraved  on  wood. 
There  were  425  copies  on  paper  issued  at  ^20  and  13  on  vellum 
issued  at  120  guineas. 

The  earliest  Kelmscott  books  were  bound  in  “half  holland,” 
that  is,  board  sides  with  a  canvas  back,  but  the  standard  form  of 
binding  soon  established  was  limp  vellum  with  silk  ties. 

A  word  must  be  said  about  materials  and  processes  of  produc¬ 
tion.  William  Morris  felt  that  much  of  the  degradation  of  standards 
in  contemporary  craftsmanship  was  due  to  mechanical  methods 
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ns  OLDS  STORX6S  G6LL6N  QS, 

Cher  was  a  due  that  bigbte  "Theseus ; 

Of  Httbenes  be  was  lord  and  governour, 
find  in  bis  tyme  swicb  a  conquerour, 

Chat  gretter  was  tber  noon  under  the  sonne. 
n 


f  u  l  many  a  ricbe  contree  badde  be  wonne ; 
"Chat  with  bis  wisdom  and  bis  cbivalrye 
f>e  conquered  at  the  regne  of  f  emenye, 

That  whilom  was  y cleped  Scitbia; 

Hnd  weddede  the  queene  Ypolita, 

Hnd  brogbte  hire  boom  with  bym  in  bis  contree 
CQitb  mucbel  gtoric  and  greet  solcmpnytee, 
Hnd  ech  bir  faire  suster  Gmelye. 

Hnd  thus  with  victorie  and  with  melodye 
Lete  X  this  noble  due  to  Httbenes  ryde, 

Hnd  al  bis  boost,  in  armes  bym  bisyde. 

Hnd  certes,  if  it  nere  to  long  to  beere, 

X  wolde  bare  toold  yow  fully  the  manerc, 

Row  wonnen  was  the  regne  of  f  emenye 
By  Theseus,  and  by  bis  cbivalrye ; 

Hnd  of  the  grete  bataille  for  the  nones 
Bitwixen  Httbenes  and  Hmazones ; 

Hnd  bow  asseged  was  Ypolita, 

The  faire  hardy  queene  of  Scitbia; 

Hnd  of  the  f  este  that  was  at  bir  weddynge, 
Hnd  of  the  tempest  at  bir  boom  comynge ; 
But  al  that  tbyng  X  moot  as  now  forbere. 

X  have,  God  woot,  a  large  f  eeld  to  ere, 

Hnd  wayhe  been  the  oxen  in  my  plough. 


I 

1 


A  PAGE  (GREATLY  REDUCED)  FROM  THE 


WILLIAM  MORRIS  EDITION  OF  CHAUCER. 


THE  REVIVAL  OF  CRAFTSMANSHIP 


458 

designed  to  promote  speed.  In  seeking  high  standards,  therefore, 
he  found  his  inspiration  in  the  work  and  methods  of  the  early 
craftsmen  who  worked  by  hand.  So  his  type  punches  were  pro¬ 
duced  in  exactly  the  same  manner  as  those  produced  by  Claude 
Garamond  centuries  earlier  by  purely  manual  processes.  Casting, 
however,  was  done  by  machine,  as  he  found  he  could  thus  obtain 
better  results  than  by  the  ancient  typefounder’s  method  of  “pour  and 
jerk”  with  a  hand  mold. 

With  paper,  however,  he  decided  that  hand  fabrication  could 
give  him  the  only  satisfactory  product  and,  early  in  the  career  of  the 
Kelmscott  Press,  he  was  fortunate  in  enlisting  the  enthusiastic  co¬ 
operation  of  Joseph  Batchelor  of  Little  Chart,  near  Ashford  in  Kent, 
a  papermaker  of  high  ideals  and  great  skill.  Three  papers,  each 
named  from  a  watermark  designed  by  Morris,  the  Flower,  the 
Perch,  and  the  Apple,  were  especially  made  for  the  Kelmscott  Press 
at  the  Batchelor  mill. 

But  as  to  vellum  for  the  special  copies,  a  product  satisfactory  to 
Morris  was  practically  non-existent.  The  entire  output  of  one  Italian 
maker  had  been  bespoken  by  the  Vatican.  A  commercial  maker  of 
binding  vellum,  drum  heads,  and  so  forth,  was  interested  in  the 
quest,  however,  and  after  many  experiments  produced  an  excellent 
vellum.  It  was  made  with  special  care  from  the  skins  of  calves  not 
yet  six  weeks  old. 

A  source  of  good  ink  was  another  worry.  The  attitude  of  the 
English  and  American  makers  was,  as  Sparling  tells  us:  “Take  it 
or  leave  it;  what’s  good  enough  for  others  is  good  enough  for  you!” 
Jaenecke,  the  celebrated  inkmaker  of  Hanover,  Germany,  however, 
offered  an  ink  said  to  be  made  of  the  old-fashioned  pure  materials, 
and  this  satisfied  our  fastidious  printer. 

The  noteworthy  characteristic  of  the  Kelmscott  publications  was 
their  rich  decoration,  as  may  be  seen  from  the  pages  of  the  books 
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reproduced  in  the  present  chapter.  The  illustrations,  most  of  which 
were  from  drawings  made  originally  in  pencil  by  Burne-Jones, 
translated  into  line  by  R.  Catterson-Smith,  provided  with  borders 
by  Morris,  and  the  whole  rendered  on  wood  by  Hooper,  were  also 
part  of  the  decoration  of  the  book,  all  the  elements  of  which  were 
planned  in  harmony. 

The  criticism  leveled  by  competent  critics  against  the  Kelmscott 
books  holds  that  the  fundamental  purpose  of  books  is  to  be  read 
and  that  the  Morris  books  are  neither  legible  in  their  type  matter 
nor  convenient  for  handling  in  their  format.  They  contend  that  they 
are,  first,  exercises  in  decorative  design  and  only  secondarily,  books 
intended  for  reading;  that  even  if  one  endeavors  to  read  them,  the 
mind  is  distracted  from  the  sense  of  the  author  by  spots  or  masses 
of  decoration  so  insistent  in  area  and  color  as  to  completely  over¬ 
shadow  the  text. 

Even  the  most  enthusiastic  admirers  of  William  Morris  must 
admit  that  there  is  much  of  truth  in  these  criticisms.  They  must 
further  admit  that  the  Kelmscott  books  are  not  to  be  handed  to  the 
neophyte  in  book  design  as  models  for  him  to  emulate. 

Why  is  it,  then,  that  the  Kelmscott  books  mark  the  beginning 
of  the  modern  revival  of  fine  printing,  for  such  is  unquestionably 
the  case?  In  the  first  place,  whether  easy  to  read  or  not,  they  are 
things  of  great  beauty  and  the  work  of  a  decorative  artist  of  un¬ 
paralleled  genius.  As  such  they  will  always  be  prized  by  the  col¬ 
lectors  and  amateurs  of  fine  bookmaking  to  whom  they  were  ad¬ 
dressed.  Never  again  will  be  offered  them  a  like  orgy  of  beauty  in 
the  embellishment  of  books. 

But  in  the  second  place,  the  master  of  the  Kelmscott  Press  is 
revered  by  succeeding  generations  because  he  led  printers  back  to 
the  fundamental  principles  of  fine  craftsmanship.  He  taught  them 
that  when  good  types  were  not  available  for  their  use,  the  remedy 
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was  not  dumbly  to  complain  but  to  go  forthwith  and  make  them. 
He  demonstrated  that  fine  paper  could  still  be  made;  that  careful 
presswork  was  not  a  lost  art.  Above  all,  he  taught  them  that  infinite 
care  and  patience  in  the  design  of  the  book  and  infinite  pains  in  its 
execution,  are  still  not  only  possible,  but  profitable  as  well. 

Other  presses  which  owed  their  existence  to  Morris’s  example 
and  the  success  of  his  pioneer  enterprise  printed  books  conceived  in 
a  mood  of  far  greater  simplicity  and  undoubtedly  better  exemplars 
of  the  principles  of  fine  bookmaking.  But  they  all  built  on  prin¬ 
ciples  which  Morris  evolved  single-handed  in  the  face  of  difficulties 
apparently  insuperable.  And  all  of  them  cordially  acknowledge  him 
as  their  mentor. 

Thus,  if  I  am  asked  to  point  to  the  greatest  achievements  of 
William  Morris,  I  will  find  them  in  the  printed  books  produced  by 
the  disciples  whom  he  inspired. 
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The  Private  Presses 


A  PERSONAL  enthusiasm  for  fine  printing  and  bookmaking, 
rising  above  considerations  of  commercial  return,  or  in 
^  some  cases  a  yearning  for  literary  self-expression  in  print, 
is  responsible  for  the  birth  of  any  private  press.  The  master  of 
such  a  press  regards  printing  as  a  hobby — as  an  avocation  rather 
than  a  vocation — printing  texts  he  personally  admires,  because  he 
enjoys  doing  so.  This  does  not  mean,  as  the  issues  of  the  press  be¬ 
come  consequential,  that  copies  cannot  be  offered  for  subscription, 
but  it  does  mean  that  the  principal  return  to  the  owner  is  in  the 
satisfaction  he  takes  in  the  quality  of  the  books  produced  rather  than 
in  the  income  from  their  sale.  The  most  that  the  conductors  of  the 
most  distinguished  presses  have  hoped  for  is  that  the  returns  should 
equal  the  out-of-pocket  expenses. 

Will  Ransom,  author  of  the  most  valuable  treatise  on  private 
presses,  aptly  refers  to  their  work  as  “the  typographic  expression  of 
a  personal  ideal  conceived  in  freedom  and  maintained  in  inde¬ 
pendence.”  Such  an  enthusiasm  for  printing  is  one  that  might  be 
expected  to  come  naturally  to  a  man  possessed  of  good  taste,  literary 
and  artistic.  For  a  book  can  be  a  thing  of  beauty  and  it  can  also  be 
the  vehicle  of  world-changing  ideas. 

Ever  since  the  fifteenth  century,  when  Johann  Muller  (Regio¬ 
montanus)  printed  at  Nuremberg  astronomical  works  which  he 
and  his  friends  had  written,  the  private  press  has  played  a  part  in 
the  production  of  books.  In  the  early  days  of  the  craft,  however,  both 
the  commercial  printer  and  the  state  authorities  frowned  upon  this 
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form  of  book  production.  This  was  especially  true  in  England  dur¬ 
ing  the  sixteenth  and  seventeenth  centuries,  when  private  presses 
had  the  dangerous  habit  of  issuing  books  which  the  Star  Chamber 
deemed  “naughtie  &  seeditious.”  The  Martin  Marprelate  tracts,  a 
series  of  Puritan  attacks  upon  the  bishops,  for  instance,  were  the 
product  of  a  printing  office  which,  in  an  unsuccessful  attempt  to 
avoid  detection,  was  moved  from  place  to  place  in  a  wagon.  Need¬ 
less  to  say,  the  typography  of  private  presses  working  under  these 
conditions  was  extremely  poor.  But  when  men  of  means  and  ability 
such  as  John  Baskerville,  Horace  Walpole,  and  William  Morris  took 
up  printing  as  a  hobby  and  established  private  presses,  the  quality 
of  the  books  produced  was  quite  different  in  character. 

In  any  consideration  of  private  presses,  however,  we  must  note 
the  work  of  at  least  two  in  the  pre-Kelmscott  years.  First  was  the 
press  established  in  1757  by  Horace  Walpole  at  his  Strawberry  Hill 
estate,  near  Twickenham  on  the  banks  of  the  Thames.  The  first 
editions  of  many  of  Walpole’s  own  writings  were  printed  at  this 
press,  which  he  called  the  Officina  Arbuteana.  Two  odes  by  Thomas 
Gray,  an  intimate  personal  friend  of  Walpole’s,  constituted  the  text 
of  the  first  volume  printed  at  Strawberry  Hill. 

Walpole  was  well  born  and  adequately  provided  with  means  to 
gratify  his  often  bizarre  interests.  He  was  a  prolific  writer,  but  his 
historical  works  were  regarded  as  better  than  his  attempts  at  imagin¬ 
ative  literature.  His  best  writing,  however,  is  represented  by  his  cor¬ 
respondence  with  friends,  much  of  which  was  published  after  his 
death.  His  press  functioned  until  1789,  and  a  detailed  account  of  its 
activities  has  been  preserved  to  us  in  the  manuscript  journal  kept  by 
Walpole,  and  recently  published.  Walpole  had  a  number  of  printers 
working  for  him  at  various  times,  but  the  name  of  Thomas  Kirgate, 
who  worked  the  press  from  1765  onward,  is  best  known  in  con¬ 
nection  with  the  enterprise,  his  name  appearing  in  some  of  the 
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imprints.  All  the  work  of  the  press  was  simple  and  restrained  in 
typography.  Walpole  thus  expressed  his  ambitions  regarding  the 
press:  “I  hope  future  edition-mongers  will  say  of  those  of  Straw¬ 
berry  Hill,  they  have  all  the  beautiful  negligence  of  a  gentleman.” 

The  Daniel  Press,  at  Oxford,  was  the  most  truly  private  of  all 
the  English  private  presses.  Printing  was  from  boyhood  the  hobby 
of  Charles  Henry  Olive  Daniel,  D.D.  Born  in  1836,  he  began  his 
typographic  activities  at  the  age  of  nine.  Till  1863,  the  press  was  just 
a  plaything  devoted  to  printing  small  items  relating  to  his  family, 
his  father’s  parish,  or  his  neighbors.  During  ten  years  which  Daniel 
devoted  to  higher  education,  the  activities  of  the  press  were  sus¬ 
pended,  but  were  resumed  in  1874.  Two  years  later,  types  cast  in 
the  rediscovered  matrices  of  the  Fell  types  were  provided  by  the 
Oxford  University  Press  for  Dr.  Daniel  and  used  in  printing  subse¬ 
quent  issues  of  the  Daniel  Press,  all  in  exceedingly  limited  editions. 
Any  reader  interested  in  the  work  of  this  unique  press  is  referred  to 
the  excellent  account  of  the  Daniel  Press  edited  by  Falconer  Madan. 

Since  the  death  of  Morris  his  ideals  have,  to  a  large  degree,  been 
fostered  and  propagated  by  private  presses.  This  is  partly  because 
such  establishments,  printing  only  a  few  copies  addressed  to  a  dis¬ 
criminating  clientele  and  regarding  profits  as  a  secondary  consid¬ 
eration,  can  carry  out  experiments  which  commercial  plants  would 
not  dare  attempt.  The  private  press,  also,  is  able  to  perform  the  dif¬ 
ferent  processes  of  bookmaking  by  hand  and  in  its  endeavor  to  ob¬ 
tain  the  Morris  results  is  able  to  use  the  Morris  methods. 

The  first  important  disciple  of  the  typographical  messiah  was 
Charles  Ricketts,  who  in  1896  issued  from  the  Vale  Press  an  edition 
of  Milton’s  Early  Poems.  The  actual  printing  of  the  Vale  Press  was 
done  at  the  Ballantyne  establishment  under  the  immediate  super¬ 
vision  of  Mr.  Ricketts,  who  designed  the  type  and  cut  most  of 
the  borders,  ornaments,  and  initials,  the  decoration  being  influenced 
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largely  by  the  work  of  William  Morris.  Three  types  were  used:  the 
Vale,  Avon,  and  King’s  fonts.  The  most  famous  production  of 
the  press  is  the  Wor\s  of  Shakespeare  (1900-1903)  in  thirty-nine 
volumes.  After  continuing  for  seven  years,  the  operation  of  the  press 
was  terminated  in  1904,  with  a  Bibliography  of  the  Vale  Press  by 
Ricketts.  Then,  in  fear  lest,  drifting  into  the  hands  of  unskilled 
printers,  the  type  should  “become  stale  by  unthinking  use,”  the 
punches  and  matrices  were  thrown  into  the  Thames  and  the  letters 
were  melted  down. 

The  Eragny  Press  at  Hammersmith  was  started  in  1894  by 
Lucien  Pissarro,  a  French  painter  and  engraver.  He  used  at  first 
the  Vale  type  of  his  friend  Ricketts,  but  in  1903  he  began  the  use  of 
the  Brook  type,  designed  by  himself  and  based  upon  the  Vale  letter. 
The  designing,  wood  engraving,  and  printing  of  the  books  of  the 
Eragny  Press  are  all  the  work  of  Pissarro  and  his  wife,  Esther.  His 
productions  are  famous  for  their  beautiful  colored  wood-block 
prints;  in  fact,  as  one  critic  has  pointed  out,  “Mr.  Pissarro’s  aim  is 
rather  to  print  illustrations  with  a  suitable  text  than  to  print  an 
illustrated  book.”  The  last  volume  produced  by  the  Eragny  Press 
appeared  in  1914. 

The  first  important  private  press,  the  establishment  of  which 
was  inspired  largely  by  Morris,  was  the  Ashendene  Press  of  C.  H. 
St.  John  Hornby.  In  a  summer  house  on  his  father’s  estate,  Ashen¬ 
dene,  in  Hertfordshire,  he  set  up  some  type  cases  and  a  hand  press 
and  began  printing  small  books  in  his  spare  time  “solely  for  the 
sake  of  the  interest  and  amusement”  he  expected  to  derive  from  it. 
In  1895  appeared  the  first  publication  of  the  press,  The  Journal  of 
Joseph  Hornby ,  being  the  diary  of  the  printer’s  grandfather  on  a 
trip  to  Brussels  and  Paris  in  1815.  Only  thirty-three  copies  were 
printed  “for  private  circulation  only  amongst  the  printer’s  friends,” 
showing  the  press  to  have  been  truly  an  amateur  venture.  The  un- 
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distinguished  typography  and  poor  presswork  of  the  early  books 
produced  by  Hornby  in  comparison  with  the  distinguished  com¬ 
position  and  flawless  printing  of  the  later  issues  of  his  press  may 
well  serve  to  encourage  others  undertaking  similar  ventures. 

The  first  books  of  the  Ashendene  Press  were  set  in  Caslon  and 
in  the  Fell  types  obtained  from  the  Oxford  University  Press.  Hornby 
was  ambitious,  however,  to  have  a  private  typeface  of  his  own.  The 
type  used  in  printing  the  Lactantius  at  Subiaco,  Italy,  in  1465, 
which  combined  characteristics  of  both  gothic  and  roman  letter 
forms,  was  selected  as  a  model.  Redrawings  of  the  alphabet  were 
made  with  the  help  of  Emery  Walker  and  Sydney  Cockerell,  and 
die  punches  were  cut  by  E.  P.  Prince.  The  type,  christened  Subiaco, 
was  completed  in  1901,  and  the  first  book  set  in  it,  Lo  Inferno  di 
Dante,  appeared  the  following  year.  A  page  from  the  Carmina  Sap - 
phica  of  Horace  (1903)  set  in  the  Subiaco  type,  is  here  reproduced. 

Another  typeface,  patterned  after  that  used  by  F.  Holle  of  Ulm 
in  1482  in  printing  Ptolemy’s  Geographia,  was  produced  twenty- 
five  years  later  and  christened  Ptolemy.  This  proved  a  highly  legible 
and  satisfactory  face. 

In  1899  the  Ashendene  Press  was  moved  to  Shelley  House, 
Chelsea,  where  a  small  house  was  built  to  accomodate  it.  With  the 
production  of  more  ambitious  works,  it  became  impossible  for  St. 
John  Hornby  to  perform  all  the  work  with  his  own  hands,  and 
one  assistant  was  employed  in  1902.  In  that  year  began  the  prac¬ 
tice  of  offering  the  books  of  the  press  for  subscription  by  interested 
collectors.  But  the  press  remained  an  amateur  enterprise,  the  pro¬ 
ceeds  from  the  sale  of  books  serving  only  to  defray  expenses.  In  the 
introduction  to  the  valedictory  volume  of  the  press,  Hornby  tells  us 
that,  over  the  years  of  its  operation — 1895-1935 — the  press  “about 
paid  its  way  without  gain  or  loss.” 

The  later  books  were  printed  on  hand-made  papers,  with  some 


Die  &l  argutae  properet  Neaerae 
Murreum  nodo  cobibere  crinem ; 

St  per  tnvtsum  mora  ianitorem 
Ret,  abito. 

Lenit  albescens  animos  capillus 
Lirium  et  rtxae  cupidos  protervae ; 
Non  ego  hoc  ferrem  calidus  iuventa 
Consule  Planco. 


FAU  N  E,  Nympbarum  fugtentum  amator, 
Per  meos  finis  et  aprica  rura 
Lents  incedas  abeasq$  parvis 
Aequus  alumnis, 

Si  tener  pleno  cadtt  baedus  anno, 

Larga  nec  desunt  Veneris  sodali 
Vina  craterae,  vetus  am  multo 
Rimat  odore. 

Ludit  berboso  pecus  omne  campo, 

Cunt  tibi  Nonae  redeunt  Decembres ; 

29 
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copies  on  vellum.  Many  were  ably  illustrated  by  Charles  M.  Gere, 
R.  Catterson-Smith,  and  others,  and  cut  on  wood  by  W.  H.  Hooper 
(who  had  worked  for  Morris),  C.  Keates,  and  J.  B.  Swain.  Some 
books  were  printed  in  red  and  blue,  in  addition  to  black.  Graily 
Hewitt  contributed  hand-drawn  initial  letters  to  many  of  the 
Ashendene  Press  Books. 

Among  the  more  important  productions  of  St.  John  Hornby’s 
private  press  are  the  Dante  of  1909,  the  Malory  of  1913,  the  Spenser 
of  1923,  and  the  Don  Quixote  of  1927,  all  folios  noble  in  design 
and  exceedingly  fine  in  execution.  Fortunately,  the  master  of  the 
Ashendene  Press  has  given  us  in  1935  a  final  volume,  which  con¬ 
tains  an  account  of  the  venture  and  a  bibliography  of  the  forty  books 
produced  in  the  forty  years  during  which  the  press  functioned.  I 
have  unbounded  admiration  for  the  purposes,  ideals,  taste,  and  pro¬ 
duction  standards  of  this  truly  private  press. 

The  Essex  House  Press  was  an  expression  of  a  desire  to  put 
“idealism  in  industry.”  Founded  in  1898  by  the  Guild  of  Handi¬ 
craft  under  the  leadership  of  C.  R.  Ashbee,  the  establishment  ac¬ 
quired  two  of  the  printing  presses  and  the  empty  type  cases  of  the 
Kelmscott  Press.  Plans  were  made  to  complete  the  Froissart  which 
Morris  had  begun  and  to  print  some  of  the  works  which  he  had 
planned  to  undertake,  but  these  designs  were  never  carried  out.  The 
first  productions  of  the  Essex  House  Press  in  Caslon  type  are  delight¬ 
fully  simple,  but  later  works  are  printed  in  characters  designed  by 
Ashbee.  These  may  be  dismissed  as  interesting  but  unsuccessful  ex¬ 
periments,  and  the  later  work  of  the  establishment  is  greatly  handi¬ 
capped  by  their  use.  The  woodcuts,  however,  are  always  excellent. 
The  best  known  production  of  the  Essex  House  Press  is  the  Prayer 
Boo\  of  King  Edward  VII  (1903). 

The  Doves  Press  was  established  at  Hammersmith  in  1901  by 
T.  J.  Cobden-Sanderson — then  sixty-one  years  old — in  cooperation 


TUTTE  LE  OPERE  DI 

DANTE  ALIGHIERI 

EIORENTINO 
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Salve  ([THE  DOVES  PRESS  was  founded  in  1900 

Aeternum  to  attack  the  problem  of  Typography  as  presented 

by  ordinary  Books  in  the  various  forms  of  Prose, 
Verse,  and  Dialogue  and,  keeping  always  in  view 
the  principles  laid  down  in  the  Book  Beautiful,  to 
attempt  its  solution  by  the  simple  arrangement  of 
the  whole  Book,  as  a  whole,  with  due  regard  to  its 
parts  and  to  the  emphasis  of  its  capital  divisions 
rather  than  by  the  addition  &  splendour  of  applied 
ornament. 

II 

([The  Books  selected  for  this  purpose  have  been 
chosen  partly  for  the  sake  of  the  particular  typo¬ 
graphical  problems  presented  by  them,  but  partly 
also  in  view  of  the  second  object  of  the  Press,  viz., 
to  print  in  a  suitable  form  some  of  the  great  literary 
achievements  of  man’s  creative  or  constructive  ge¬ 
nius.  To-day  there  is  an  immense  reproduction  in 
forms  at  once  admirable  &  cheap  of  all  books  which 
in  any  language  have  stood  the  test  of  time.  But  such 
reproduction  is  not  a  substitute  for  the  more  monu¬ 
mental  production  of  the  same  books,  and  such  a 
production,  expressive  of  man's  admiration,  is  a 
legitimate  ambition  of  the  Printing  Press  &  of  some 
Press  the  imperative  duty. 

III 

([THE  ENGLISH  BIBLE  is  a  supreme 
achievement  of  English  Literature,  if  not  of  English 
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with  Emery  Walker.  These  two  men  pooled  their  genius  in  the 
production  of  a  remarkable  roman  letter  based  on  that  of  Jenson. 
The  books  of  the  Doves  Press  are  characterized  by  a  majestic  sim¬ 
plicity  of  design,  meticulous  typesetting,  flawless  presswork  on  the 
finest  of  papers,  and  workmanlike  binding.  Free  from  all  ornament, 
save  for  an  occasional  colored  initial,  they  form  a  contrast  to  the 
works  of  Morris  and  show  the  influence  of  the  Kelmscott  Press 
chiefly  in  their  close  spacing.  The  Doves  Bible  (1903-1905),  the 
masterpiece  of  the  press,  is  a  monument  of  dignity  and  restraint. 
The  five  large  quarto  volumes  of  this  work  presented  no  small  task 
to  the  single  compositor  who  so  skilfully  put  it  into  type. 

In  1909,  Emery  Walker  retired  from  the  partnership  and 
Cobden-Sanderson  continued  the  press  alone  until  1916,  when  he 
printed  the  Catalogue  Raisonne  of  Boo\s  Printed  and  Published  at 
the  Doves  Press,  in  which  he  bade  his  press  an  eternal  farewell.  A 
page  of  this  beautiful  book  is  shown  on  the  opposite  page.  After  the 
last  leaf  had  been  printed  he  took  in  his  arms  the  type,  matrices  and 
punches  of  the  Doves  Press  and  threw  them  into  the  Thames,  with 
this  invocation:  “May  the  River  in  its  tides  and  flow,  pass  over  them 
to  and  from  the  great  sea  for  ever  .  .  .  untouched  of  other  use.”  In 
referring  to  the  books  issued  by  the  Doves  Press,  Will  Ransom 
writes:  “When  it  is  said  that  they  approach  dangerously  near  to 
absolute  perfection  in  composition,  presswork,  and  page  placement, 
everything  has  been  said.” 

The  Golden  Cockerel  Press,  founded  in  1921  at  Waltham  St. 
Lawrence,  in  Berkshire,  by  Harold  M.  Taylor  and  taken  over  in 
1923  and  continued  by  Robert  Gibbings,  has,  in  co-operation  with 
able  wood  engravers,  produced  many  illustrated  books  of  much 
merit.  It  is  now  operating  under  the  direction  of  Christopher  Sand- 
ford  and  F.  J.  Newbery.  The  shop  is  located  in  a  pleasant  garden, 
shaded  by  fruit  trees. 
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The  Cuala  Press,  in  Dublin,  is  distinctive  among  the  private 
presses  in  being  a  wholly  feminine  enterprise.  It  is  different  also  in 
its  purposes,  the  production  of  books  being  incidental  to  the  en¬ 
couragement  of  crafts  among  Irish  women.  Founded  in  1902  by 
Miss  Elizabeth  Corbet  Yeats  and  Miss  Evelyn  Gleeson  in  connec¬ 
tion  with  their  embroidery  and  rug-making  enterprise,  it  was  called 
at  first  the  Dun  Emer  Press,  after  Miss  Gleeson’ s  home  in  Dun- 
drum,  near  Dublin,  where  the  press  was  originally  set  up.  In  1908 
the  press  was  moved  into  another  cottage  and,  as  Miss  Gleeson 
kept  Dun  Emer  for  her  rug-making,  was  then  renamed  Cuala, 
after  one  of  the  five  famous  roads  that  led  to  Tara,  on  which  stood 
the  new  home  of  the  press.  In  1929  the  Cuala  Press  was  moved 
into  the  city  of  Dublin. 

Simplicity  is  the  keynote  of  the  work  of  this  press.  “We  simply 
started  the  press  to  give  work  to  Irish  girls  and  to  enable  us  to  live 
in  Ireland  doing  good  work”  is  the  simple  explanation  given  by 
Miss  Yeats  for  the  existence  of  the  press.  An  Albion  press  and 
Caslon  type  form  its  equipment.  An  all-rag  paper  machine-made  in 
Ireland  is  used.  Composition  is  excellent,  but  for  some  time  the  work 
showed  that  the  women  in  the  shop  had  difficulty  with  presswork. 
Decorative  and  illustrative  material  is  sparingly  used. 

The  Cuala  Press  has  the  further  distinction  of  association  with 
its  director’s  two  brothers,  Jack  P.  Yeats,  die  artist,  and  William 
Butler  Yeats,  the  poet,  many  of  whose  works  appeared  in  their  first 
editions  from  the  press  over  which  his  sister  presided. 

In  Wales,  the  Gregynog  Press  at  Newtown  is  concerned  for 
Welsh  art  and  craftsmanship  much  as  the  Cuala  Press  is  devoted 
to  similar  interests  in  Ireland.  It  has  had  generous  financial  backing 
from  two  women,  the  Misses  G.  E.  and  M.  S.  Davies,  of  Llandinam, 
and  was  directed  until  1930  by  Robert  Ashwin  Maynard.  Within 
its  own  organization  it  has  not  only  the  requisite  typographic  per- 
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sonnel,  but  also  competent  editorial  scholarship,  art  in  woodcut  illus¬ 
tration  and  decoration,  and  its  own  bindery.  It  was  founded  on  an 
intention  “to  print  a  series  of  volumes,  chiefly  by  authors  related 
to  Wales,  in  which  at  the  very  least  the  typography  shall  be  clean 
and  honest.” 

Much  of  the  charm  of  the  Gregynog  books  is  found  in  the  com¬ 
bination  of  their  truly  “clean  and  honest”  typography  with  woodcut 
illustrations  carefully  made  to  harmonize  with  the  type  page.  The 
woodcuts  are  the  work  of  Mr.  Maynard,  Horace  Walter  Bray,  Blair 
Hughes-Stanton,  Gertrude  Hermes,  Agnes  Miller  Parker,  and 
William  MacCance. 

St.  Dominic’s  Press  at  Ditchling,  in  Sussex,  England,  is  ably 
conducted  by  H.  D.  C.  Pepler,  who  has  been  successful  in  making 
his  press  the  means  of  earning  for  himself  a  modest  livelihood 
through  the  interest  of  booklovers  in  his  work.  Mr.  Pepler  contents 
himself  with  sincere  and  careful  craftsmanship,  with  paper  and 
other  materials  of  excellent  quality,  in  books  of  simple  formats, 
with  no  striving  for  spectacular  effects. 

The  Pear  Tree  Press  was  begun  in  1899  by  James  Guthrie,  an 
artist,  who  was  then  living  in  Pear  Tree  Cottage  at  Ingram,  Essex. 
After  1907  Mr.  Guthrie  operated  his  press  at  Bognor,  in  Sussex. 
Much  of  the  beauty  of  the  Pear  Tree  books  is  derived  from  the 
decorations  and  illustrations  provided  by  the  proprietor  of  this  press. 

It  has  sometimes  happened  that  presses  first  established  for  the 
personal  delectation  of  their  owners  have  grown  into  commercial 
enterprises.  Such  was  the  case  with  the  Hogarth  Press,  instituted 
in  1917  by  Leonard  and  Virginia  Woolf,  who  described  themselves 
as  “two  amateur  and  incompetent  printers.”  Although  the  Hogarth 
Press  has  since  developed  into  a  publishing  firm,  the  Woolfs  con¬ 
tinue  to  divert  themselves,  from  time  to  time,  with  efforts  at  typo¬ 
graphic  self-expression. 
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When  the  activities  of  the  Hogarth  press  began,  Cyril  W.  Beau¬ 
mont,  bookseller,  of  London,  also  began  to  print,  but  widi  motives 
quite  different  from  those  which  actuated  the  owners  of  other  pri¬ 
vate  presses.  As  a  bookseller,  Beaumont  had  noticed  that  the  finely 
printed  books  which  passed  through  his  hands  were  almost  invari¬ 
ably  reprints  of  editions  of  the  classic  authors.  He  felt  it  to  be  “a 
pity  that  modern  writers  should  not  be  afforded  an  opportunity  of 
having  their  works  published  in  a  choice  form  during  their  life¬ 
time.”  His  press,  therefore,  specialized  in  contemporary  literature 
and  especially  in  works  which  had  not  previously  appeared  in  book 
form.  The  titles  in  his  list  contain  the  first  editions  of  many  dis¬ 
tinguished  contemporary  authors,  printed  in  a  style  which  Will 
Ransom  has  well  described  as  “a  sort  of  sophisticated  naivete  en¬ 
tirely  delightful.” 

In  America,  Morris  speedily  gained  many  enthusiastic  admirers 
who  imitated  his  typographical  style  with  great  zeal  but  little  taste. 
Few,  indeed,  are  the  type-specimen  books  issued  in  the  United 
States  during  die  late  90’s  which  do  not  contain  an  ugly,  blotchy, 
black  type  with  some  fantastic  ornaments  intended  to  accompany 
it.  These  found  a  ready  market  among  printers  who  supplied  them¬ 
selves  with  some  thick  paper  and  a  quantity  of  red  ink  and  set  out 
to  do  artistic  printing,  but  succeeded  only  in  perpetrating  inconceiv¬ 
able  typographical  monstrosities. 

The  Elston  Press  at  New  Rochelle,  New  York,  however,  was 
more  fortunate  in  its  results.  Its  books  were  frank,  but  by  no  means 
servile  imitations  of  those  of  the  Kelmscott  Press.  In  type,  ornament, 
illustration,  and  design  The  Vision  of  William  Concerning  Tiers 
the  Plowman,  printed  in  1901,  for  example,  closely  follows  die 
Kelmscott  Chaucer ,  but  by  1904  the  edition  of  Longus’  Daphnis 
and  Chloe  issued  by  this  press,  though  it  retains  the  main  char¬ 
acteristics  of  a  book  printed  by  Morris  in  the  Golden  type,  still,  in 


INV1CTUS 

I 


1NE  EYES  LOOK  UP, 
exalted,  to  the  height 
Whereto  thy  spirit,  thou 
my  love,  has  led, 

To  find  the  endless  rapture 
of  the  dead 

Beyond  my  realm  of  touch 
and  sound  and  si  ght. 

Thy  love  glows  radiant  as  a  guiding  light 

1 

I  have  not  failed,  nor  shall  I  fail  thee  now, 

But  I  shall  follow,  as  the  day  the  night. 

So,  when  my  little  sunless  hour  is  past, 

And  death  shall  summon,  I  shall  rise  arrayed 
In  joy,  as  to  the  thrill  of  phantom  drums. 

In  high  fulfilment,  soul  to  soul  at  last, 

I  unto  thee,  in  smiles  and  unafraid, 

Shall  come,  triumphant,  as  the  vidor  comes! 

[  “  ) 


A  PAGE  FROM  BANNING^  SONGS  OF  THE 
LOVE  UNENDING,  VILLAGE  PRESS,  I912. 
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the  use  of  a  title  page  and  in  other  features,  shows  some  degree  of 
typographic  independence. 

The  Village  Press  was  founded  in  July,  1903,  and  was  first 
located  in  the  barn  of  its  proprietor  at  Park  Ridge,  Illinois.  The 
working  force  of  the  establishment  consisted  of  the  owner,  Frederic 
W.  Goudy,  his  wife,  Bertha,  and  a  promising  young  apprentice  by 
the  name  of  Will  Ransom. 

Goudy  had  begun  life  as  a  bookkeeper,  but  gradually  succumbed 
to  his  love  for  the  graphic  arts.  After  doing  some  commercial  letter¬ 
ing  and  advertising  work,  he  set  up,  in  1895,  the  Booklet  Press  in 
Chicago,  where  he  printed  the  Chap  Boo\.  In  1903,  when  Goudy 
had  returned  to  lettering  and  design,  Will  Ransom  sought  him  out, 
filled  with  a  desire  to  learn  the  art  of  designing  types,  and  soon  the 
two  enthusiasts  decided  to  found  a  private  press.  A  new  face,  die 
now  famous  Village  type  No.  1,  was  designed  by  Goudy  and  cut  by 
Robert  Wiebking,  and  the  work  of  the  press  was  begun,  with  Mrs. 
Goudy  doing  most  of  the  composition.  In  March,  1904,  die  press  was 
moved  to  Hingham,  Massachusetts,  and  two  years  later  to  die  Parker 
Building  in  New  York,  where  it  was  destroyed  when  that  building 
burned  in  1908.  The  Village  Press,  however,  was  soon  re-established 
and  is  still  in  operation  at  Marlborough-on-Hudson,  N.  Y. 

The  Village  Press  is  important  because  it  provided  the  training 
ground  of  a  great  type  designer.  The  intrinsic  merit  of  its  produc¬ 
tions,  though  sometimes  marred  by  traces  of  advertising  technique, 
is  high.  Besides  die  excellence  of  their  type,  the  books  show  much 
skill  and  originality  in  design. 

Perhaps  the  most  interesting  private  press  in  America  was  diat 
operated  by  Dard  Hunter  in  a  room  of  his  home  at  Chillicodie, 
Ohio.  Dard  Hunter  was  taught  the  art  of  printing  by  his  father 
and  later  worked  for  seven  years  at  the  Roycroft  shops.  Then,  dis¬ 
satisfied  with  the  condition  of  American  typography,  he  went  to 


S'  I  greet  you  on  Christmas  Day* 
And  if  you  have  a  Moment, 
hear  my  Story.  Its  Title  is 

THAT  ENDETH  NEVER 

•  oo  J  oo  • 

N  the  Well  of  this 
Country ,  beside  the 
Ocean  that  is  called 
(gentle,  there  dwelt 
a  Knight.  He  lived 
upon  a  Hilly  in  a^ 
T 'ower  of  Ivory  as 
all  good  Knights  should,  c And  with  him  on 
the  Hill  lived  his  £ady.  She  was  slender 
tall  as  is  the  very  ’Hew^JMoon  when  it  is  come 
to  £arth  above  the  Fig-tree  (gardens,  c Also 

1 


A  PAGE  FROM  “THAT  ENDETH  NEVER,”  LABORATORY 
PRESS  (PORTER  GARNETT),  PITTSBURGH. 


O  r-}  ^  W 

^  ^ 

s  h:e  8,^2 
■o  3  "  J  M" 
g>2 

i>  .3  *->  i-l  — <  •  r-  w 


r$  § 

.a*fi  j 

o>  •* 

53  a  ^-o 


THE  PRIVATE  PRESSES 


479 

Europe,  where  he  studied  papermaking  and  type  design  in  England, 
Germany,  and  Italy.  Upon  his  return  to  America,  he  began  with 
the  equipment  of  a  three-hundred-year-old  Wiltshire  paper  mill, 
some  ancient  typefounder’s  tools,  and  an  old  hand  press,  to  make 
all  the  implements  needed  in  his  private  press.  He  succeeded  in 
manufacturing  excellent  paper  from  fine  Irish  linen  and  in  cutting 
a  roman  type  somewhat  resembling  that  of  Jenson.  Hunter  has 
printed  at  his  private  press  a  number  of  books  of  his  own  author¬ 
ship,  all  dealing  with  the  manufacture  of  paper,  the  first  being  Old 
Papermaking,  which  appeared  in  1923.  For  all  these  books  he  wrote 
his  own  copy,  made  the  paper,  designed,  cast,  and  set  the  type,  and 
printed,  bound,  and  published  his  books.  His  works  are  said  to  be 
the  first  books  printed  in  modern  times  which  were  produced 
entirely  by  the  labor  of  one  man. 

A  noteworthy  American  private  press  was  the  late  lamented 
Laboratory  Press  established  in  1923  by  Porter  Garnett,  in  connec¬ 
tion  with  the  course  in  fine  printing  which  he  directed  at  the 
Carnegie  Institute  of  Technology,  at  Pittsburgh.  I  have  high  respect 
for  the  work  of  this  press,  which  has  fortunately  been  permanently 
recorded  in  a  volume  issued  in  1926.  The  ideals  of  this  press  were 
well  expressed  in  its  motto  Nil  vulgare,  nil  pertriti,  nil  inepti,  which 
can  be  translated  as  “no thing  commonplace,  nothing  hackneyed, 
nothing  inept.” 

The  majority  of  the  imprints  of  the  Laboratory  Press  were 
student  “projects”  which  showed  the  solution  of  varied  problems  of 
typographic  design  by  individual  students.  The  most  important 
book  bearing  the  imprint  of  this  press  was  an  allegory  by  Hildegarde 
Flanner  entitled  That  Endeth  Never,  designed  by  Professor  Garnett 
and  printed  with  meticulous  care  in  an  edition  of  fifty-three  copies. 

Private  presses,  too  numerous  to  mention  in  any  but  a  specialized 
work  on  that  subject,  have  been  established  during  recent  years  in 
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the  United  States,  “from  coast  to  coast,”  as  the  radio  announcers 
put  it.  Among  those  of  special  distinction  are  the  press  At  the  Sign 
of  the  Chorobates,  conducted  by  Carl  Purington  Rollins  at  New 
Haven;  the  Spiral  Press  of  Joseph  Blumenthal  in  New  York;  the 
Overbrook  Press  maintained  by  Frank  Altschul  and  operated  by 
Margaret  Evans  at  Stamford,  Connecticut;  and  Hawthorn  House, 
the  imprint  of  Edmund  B.  Thompson  of  Windham,  Connecticut. 
Peter  Beilenson’s  Peter  Pauper  Press  and  the  Black  Cat  Press  of 
Chicago  started  as  private  presses,  but  have  grown  into  printing 
and  publishing  enterprises,  both  retaining,  however,  much  of  the 
private  press  tradition. 

Germany  also  has  a  number  of  interesting  private  presses.  Best 
known  of  these  is  perhaps  the  Bremer  Press,  founded  at  Munich  in 
1911  by  Ludwig  Wolde  and  Willi  Wiegand.  Its  two  special  types, 
an  Italianate  roman  following  the  roman  of  Nicolas  Jenson  and  a 
fine  Greek,  were  designed  by  Dr.  Wiegand  and  cut  by  Louis  Hoell. 

At  the  time  the  European  war  broke  out  in  1914,  the  Bremer 
Press  had  produced  but  one  book,  and  its  work  was  not  resumed 
until  1919.  Although,  by  their  uniform  character,  Bremer  books 
are  apt  to  impress  one  as  monotonous,  they  display  good  taste 
and  sound  craftsmanship.  The  superb  editions  of  the  Iliad  and 
Odyssey  of  Homer  will  stand  as  enduring  monuments  to  the  merit 
of  this  press. 

The  Officina  Serpentis,  established  in  19 11  at  Berlin  by  E.  W. 
Tieffenbach,  was  inspired  by  the  Kelmscott  influence.  It  uses  only 
the  hand  press  for  its  impressions.  A  letter  based  upon  that  used 
by  Peter  Schoeffer  in  his  Bible  of  1462  is  employed,  together  with 
ornaments  and  initials  in  keeping  with  the  type  but  rather  too 
archaic  in  character  for  present-day  taste.  The  books  of  the  Officina 
Serpentis  also  lack  variety,  but  the  technical  work  is  always  good, 
particularly  in  the  clear  beauty  of  their  red  and  black  printing  inks. 
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The  Ernst-Ludwig  Press  was  founded  at  Darmstadt  in  1907  as 
the  private  printing  plant  of  the  Grand  Duke  Ernst  Ludwig  of 
Hesse.  Friedrich  Wilhelm  Kleukens,  who  established  it,  was  suc¬ 
ceeded  in  1914  by  his  brother,  Christian  Heinrich  Kleukens.  It  has 
specialized  in  simple  and  dignified  books  printed  in  an  austere 
classical  style. 

Really  the  first  of  the  German  private  presses,  the  Janus  Press 
was  founded  in  1907  by  Dr.  Carl  Ernst  Poeschel  and  Walter  Tie- 
mann,  who  were  evidently  under  the  influence  of  the  Doves  Press 
in  England.  It  issued  a  few  books  of  high  quality,  with  types  and 
initials  designed  by  both  Poeschel  and  Tiemann.  In  1918  its  busi¬ 
ness  management,  but  not  its  typographic  direction,  were  taken 
over  by  the  Insel-Verlag,  a  large  publishing  firm.  The  operations 
of  the  Janus  Press  ceased  in  1923. 

In  the  Netherlands,  the  Zilverdistel  Press  at  The  Hague  has  pro¬ 
duced  excellent  books  under  the  direction  of  J.  F.  van  Royen,  an 
enthusiastic  bibliophile  and  a  meticulous  amateur  printer.  The  first 
book  produced  by  this  press  appeared  in  1915.  In  it  the  Zilver  type, 
designed  by  S.  H.  de  Roos,  was  used  for  the  first  time.  Two  years 
later  the  English  artist  Lucien  Pissarro,  already  mentioned  as  the 
moving  spirit  of  the  Eragny  Press,  designed  the  Distel  type  for  this 
Dutch  press.  Based  upon  old  Dutch  handwritten  letters,  the  Distel 
type  has  an  effect  not  unlike  that  of  the  Ashendene  face. 

In  1923  Van  Royen  rechristened  his  enterprise  the  Kunera  Press 
and  issued  three  more  well  printed  books.  In  composition  as  well  as 
in  its  typefaces,  the  Zilverdistel  Press  clearly  shows  the  influence  of 
English  typography. 

S.  H.  de  Roos,  a  designer  for  a  prominent  Dutch  typefoundry, 
established  at  Hilversum  about  1928  the  Heuvel  Press,  second  private 
press  in  the  Netherlands,  and  created  for  its  use  the  Meidoorn  type. 

The  private  press,  as  we  have  seen,  has  had  its  richest  flowering 
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in  England,  in  which  country  a  number  of  men  of  means  have 
devoted  ability  and  resources  to  turning  out  truly  magnificent 
books.  In  the  United  States,  however,  there  have  been  few  men  or 
women  of  financial  independence  who  have  undertaken  the  print¬ 
ing  of  fine  books  for  their  own  satisfaction,  rather  than  for  profit. 
And  the  majority  who  have  cultivated  this  field  have  dropped  it 
after  a  relatively  brief  effort.  American  genius,  it  would  appear, 
takes  more  kindly  to  fine  printing  done  under  commercial  stimulus, 
the  best  typography  having  been  produced  in  offices  where  the 
receipts  must  meet  the  weekly  payroll. 

Holbrook  Jackson,  well  fitted  to  arrive  at  an  intelligent  evalua¬ 
tion  of  endeavors  in  the  bookmaking  field,  writes  thus  of  the 
products  of  the  private  presses: 

The  show  book  in  the  early  stages  of  the  printing  revival  of  our  own 
time  served  the  excellent  purpose  of  making  an  indifferent  age  sit  up  and 
take  notice  of  its  typographical  shortcomings.  The  best  books  of  that  im¬ 
pulsion  towards  good  printing  are  protests  of  beauty  against  ugliness, 
rather  than  precepts  and  examples  for  ordinary  practice.  They  bear  much 
the  same  relation  to  books  in  general  that  monuments  do  to  life  in  general. 
. . .  Nothing  could  be  more  appropriate  than  the  Doves  Bible.  Its  typo¬ 
graphical  austerity,  its  monumental  simplicity,  are  the  supreme  compliment 
to  our  ‘well  of  purest  English  undefiled;’  but  you  would  not  read  the 
Doves  Bible  even  if  you  could  afford  to.  Such  books  are  monuments, 
homage  to  great  authorship,  and  it  is  encouraging  to  feel  that  good  printing 
has  now  come  down  to  earth  once  more  and  is  addressing  itself  with  no 
little  success  to  the  problem  of  making  books  which  shall  satisfy  at  one 
and  the  same  time  the  aesthetic  sense  and  the  need  for  utility. 

Julius  Rodenberg,  the  German  authority  on  private  presses, 
makes  this  criticism  of  their  output: 

If  some  feel  that  the  books  printed  by  the  private  presses  are  in  them¬ 
selves  unimportant,  it  is  doubtless  due  to  the  fact  that  the  conductors  of 
these  presses  have  unquestionably  backward-looking  tastes  and  preferences 
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and  seem  to  withdraw  from  the  contemporary  clashes  and  struggles.  They 
are  interested  chiefly  in  making  what  are,  to  them,  beautiful  books.  But 
they  are  books  which  do  not  in  the  remotest  way  touch  the  common  life — 
they  appeal  to  a  very  small  number  of  exquisites.  They  have  not  solved  the 
problem  of  bringing  good  typography  into  the  matter  which  the  common 
man  reads. . . . 

Private  presses,  it  is  true,  have  produced  during  the  last  half 
century  but  an  infinitesimally  small  proportion  of  the  printed  mat¬ 
ter  of  Europe  and  America,  and — considered  by  themselves — might 
be  regarded  as  of  minor  importance.  But  the  private  press  has  been 
the  pioneer  and  pathfinder  of  present-day  typography,  the  “bell 
cow,”  so  to  speak,  of  contemporary  bookmaking.  The  private-press 
books,  produced  by  the  loving  care  of  printers  devoted  to  their  art, 
provide  models  which  the  commercial  craftsman  has  learned  to 
copy.  From  this  emulation,  workaday  typography  has  reaped  a  rich 
harvest.  The  private  press  has  therefore  performed  real  service  in 
bringing  appreciably  closer  to  realization  the  dream  of  William 
Morris:  a  world  redeemed  from  ugliness. 


XXXIV 
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HILE  the  efforts  of  idealists  with  private  incomes  in  the 
conduct  of  private  presses  are  inspiring  and  interesting, 
the  work  which  exerts  the  most  profound  influence  on 
standards  of  printing  is  done  by  the  men  who  produce  books  as  a 
business,  with  the  receipts  meeting  the  expenses  and  providing  a 
decent  living  as  well. 

In  the  words  of  Mr.  A.  J.  A.  Symons,  William  Morris  and  his 
Kelmscott  Press  had  “set  the  trade  printer  a  standard  which  he 
could  never  hope  to  reach,  and  .  .  .  widened  rather  than  diminished 
the  gap  between  the  ideal  book,  as  they  represented  it,  and  the  book 
of  every  day.”  And  some  of  the  other  private  presses,  when  the  best 
is  said  of  them,  still  must  be  charged  with  an  attitude  of  exclusive¬ 
ness  which  separated  them  from  the  currents  of  everyday  life.  They 
produced  beautiful  books,  but  only  by  accident,  so  to  speak,  did  they 
produce  useful  books — books  which  were  made  to  be  read  rather 
than  merely  admired. 

And  the  private  presses,  beginning  with  Morris,  in  their  disgust 
with  the  banality  and  ugliness  of  the  trade  typography  of  their  day, 
sought  escape  in  an  attempt  to  return  to  the  techniques  of  a  monastic 
age.  The  beauty  that  they  produced  was  for  the  favored  few,  and 
their  methods  could  not  be  adapted  to  the  production  of  beauty  for 
the  multitude. 

Yet  the  printing  of  the  private  presses  stimulated  an  appreciation 

of  fine  printing  which  opened  a  new  market  for  books  produced 

by  the  few  printers  with  the  taste  and  inclination  to  put  out  books 
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sound  alike  in  design  and  execution.  It  is  encouraging  to  observe 
that  printers  on  both  sides  of  the  Atlantic  who  have  consistently 
brought  out  finely  printed  books  have  prospered.  And  fine  books, 
produced  under  commercial  conditions,  are  coming  from  the  presses 
of — not  one  or  two — but  of  a  considerable  number  of  printers. 

Before  discussing  contemporary  work  in  the  United  States,  I 
wish  to  pay  tribute  to  two  notable  printers  of  the  past  generation: 
Theodore  L.  De  Vinne  and  Walter  Gilliss.  The  former  made  a  dis¬ 
tinguished  success  as  a  commercial  printer,  always  standing  for  good 
business  methods.  In  the  printing  of  the  Century  Magazine  De 
Vinne  contributed  largely  to  progress  in  the  reproduction  of  illus¬ 
trations.  He  was  an  indefatigable  student  of  the  history  of  printing 
and  author  of  numerous  books  on  the  typography  of  the  past  and  on 
composing-room  practice  of  his  own  period.  In  addition,  he  printed 
many  fine  books  for  the  Grolier  Club,  in  which  he  was  most  active, 
and  for  wealthy  book  collectors. 

The  late  Walter  Gilliss,  with  whom  I  was  privileged  to  col¬ 
laborate  in  the  printing  of  a  number  of  notable  volumes,  was  a 
typographer  of  distinguished  ability.  For  most  of  his  life  he  was  a 
manufacturing  printer,  turning  out  work  ranging  from  the  earliest 
issues  of  Vogue  to  exquisite  volumes  for  William  Loring  Andrews, 
J.  Pierpont  Morgan,  the  Metropolitan  Museum  of  Art,  and  other 
clients.  The  outstanding  typographic  monument  with  which  his 
name  is  associated  is  the  Iconography  of  Manhattan  Island  by  I.  N. 
Phelps  Stokes,  one  of  the  most  important  books,  from  a  number  of 
viewpoints,  ever  printed  in  this  country.  For  many  years  Walter 
Gilliss  was  the  beloved  secretary  of  the  Grolier  Club.  In  later  years 
he  retired  from  the  production  end  of  the  printing  business,  but 
continued  to  design  and  supervise  the  production  of  books  for  his 
customers.  Gilliss  was  a  traditionalist  in  every  sense  of  the  word, 
but  his  judgment  in  the  use  of  type,  the  selection  of  sizes,  and  the 
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spacing  of  matter  on  a  page  was  sure  to  an  uncanny  degree.  He  is 
permanently  assured  of  a  niche  in  America’s  typographical  hall  of 
fame,  beside  that  of  his  illustrious  contemporary,  De  Vinne. 

The  most  important  figure  in  modern  fine  printing  in  the  United 
States  is  Bruce  Rogers,  whose  books  are  collected  enthusiastically  by 
an  ever-widening  circle  of  amateurs,  with  a  consequent  apprecia¬ 
tion  in  the  market  value  of  his  best  books.  This  market  situation  is 
not  artificial,  however,  because  his  work  is  deserving  of  the  esteem 
in  which  it  is  held,  its  most  commendable  feature  being  variety. 

With  many  of  the  modern  private  presses,  to  have  seen  one  of 
their  books  is  almost  equivalent  to  having  seen  them  all.  Instead  of 
using  one  type  only  and  sticking  to  one  style,  Rogers  has  used  a 
myriad  of  types  and  has  adapted  his  style  to  the  subject  in  hand. 
He  must  be  regarded  as  a  traditionalist,  for  practically  all  his  work 
follows  the  typography  of  one  classic  school  or  another,  but  in 
following  the  masters  a  native  inventiveness  bubbles  to  the  surface, 
and  we  have  traditional  typography  plus  a  verve  which  captivates  us. 

Rogers’  abilities  as  an  artist  carry  him  through  the  whole  range 
of  the  book  arts.  He  draws  his  own  decorations,  designs  his  own 
types,  makes  the  typographical  arrangement,  oversees  the  compo¬ 
sition  with  a  critical  eye,  and  creates  the  style  of  binding.  He  is  thus 
practically  independent  of  assistance  from  others.  In  recent  years  he 
has  devoted  considerable  attention,  with  gratifying  results,  to  a  rather 
fanciful  and  often  playful  use  of  type  ornaments.  We  can  conceive 
of  no  more  masterful  use  of  such  ornament  than  in  the  title  page  of 
The  Pierrot  of  the  Minute ,  reproduced  on  page  487,  which  he  did 
for  the  printers’  series  of  the  Grolier  Club.  In  the  book,  the  title 
page  is  printed  in  two  colors:  rose  and  black. 

His  most  celebrated  book,  perhaps,  is  a  mere  pamphlet  entitled 
The  Centaur  which,  pardy  because  of  its  perfection  as  a  piece  of 
typography  and  partly  because  of  the  extremely  limited  edition  in 
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which  it  was  printed,  has  risen  to  dizzy  heights  in  the  auction  room. 
A  page  from  this  booklet,  in  which  the  Centaur  type,  designed  by 
Rogers  in  faithful  imitation  of  the  roman  type  of  Jenson,  was  first 
used,  is  shown  in  slight  reduction  on  the  opposite  page. 

This  is  no  place  for  a  biography  of  Bruce  Rogers,  but  we  may 
recall  that  his  first  noteworthy  work  was  done  at  the  Riverside  Press 
in  Cambridge,  Massachusetts,  between  the  years  1903  and  1912, 
during  which  period  he  issued  fifty  books  of  a  standard  not  hereto¬ 
fore  known  in  this  country.  Since  the  termination  of  that  connection 
he  served  for  some  time  as  printing  adviser  to  the  Cambridge 
(England)  University  Press.  After  his  return  to  this  country  he 
became  typographic  adviser  to  the  Harvard  University  Press  and 
designer  of  books  for  my  friend  and  neighbor,  the  late  William 
Edwin  Rudge,  in  whose  printing  office  at  Mount  Vernon  many  of 
the  Rogers-designed  books  were  produced.  The  latest  chef  d’ oeuvre 
of  Bruce  Rogers  is  the  great  lectern  Bible  printed  at  the  Oxford 
University  Press.  He  designed  and  supervised  the  production  of  this 
truly  noteworthy  edition  of  the  Scriptures,  the  title  page  of  which  is 
reproduced  in  considerable  reduction  on  page  491. 

The  other  master  of  typography  in  recent  years  in  America  was 
the  late  Daniel  Berkeley  Updike,  of  the  Merrymount  Press  in  Bos¬ 
ton.  Updike,  unlike  Rogers,  was  an  employing  printer  who,  in 
addition  to  winning  fame  as  a  designer  of  books,  made  a  success  in 
building  up  a  printing  office  of  the  highest  standard.  He  was  not 
himself  a  designer  of  type,  though  his  judgment  undoubtedly  influ¬ 
enced  largely  the  drawing  of  the  several  special  types  designed  for 
his  use.  In  planning  books  he  relied  almost  entirely  on  the  use  of 
type  alone,  but  the  results  he  accomplished  in  this  medium  are  little 
short  of  remarkable.  I  can  recall,  in  the  history  of  typography,  no 
one  who  used  type  more  skilfully  or  with  a  surer  hand. 

Strange  to  say,  the  collectors  of  modern  fine  printing  are  not 


THE  CENTAUR.  WRITTEN  BY  MAURICE  DE 
GUERIN  AND  NOW  TRANSLATED  FROM  THE 
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I  Was  bom  in  a  cavern  of  these  mountains. 
Like  the  river  in  yonder  valley,  whose  first 
drops  flow  from  some  cliff  that  weeps  in  a 
deep  grotto,  the  first  moments  of  my  life 
sped  amidst  the  shadows  of  a  secluded  re/ 
treat,  nor  vexed  its  silence.  As  our  mothers 
draw  near  their  term,  they  retire  to  the  cav/ 
erns,  and  in  the  innermost  recesses  of  the 
wildest  of  them  all,  where  the  darkness  is 
most  dense,  they  bring  forth,  uncomplaining,  offspring  as  silent  as 
themselves.  Their  strength/giving  milk  enables  us  to  endure  with/ 
out  weakness  or  dubious  struggles  the  first  difficulties  of  life;  yet 
we  leave  our  caverns  later  than  you  your  cradles.  The  reason  is  that 
there  is  a  tradition  amongst  us  that  the  early  days  of  life  must  be 
secluded  and  guarded,  as  days  engrossed  by  the  gods. 

My  growth  ran  almost  its  entire  course  in  the  darkness  where  I 
was  born.  The  innermost  depths  of  my  home  were  so  far  within 
the  bowels  of  the  mountain,  that  I  should  not  have  known  in 
which  direction  the  opening  lay,  had  it  not  been  that  the  winds  at 
times  blew  in  and  caused  a  sudden  coolness  and  confusion.  Some/ 
times,  too,  my  mother  returned,  bringing  with  her  the  perfume  of 
the  valleys,  or  dripping  wet  from  the  streams  to  which  she  resorted. 
Now,  these  her  home/comings,  although  they  told  me  naught  of 
the  valleys  or  the  streams, yet,  being  attended  by  emanations  there/ 
from,  disturbed  my  thoughts,  and  I  wandered  about,  all  agitated, 
amidst  my  darkness.  ‘What/ 1  would  say  to  myself,  ‘are  these  places 
to  which  my  mother  goes  and  what  power  reigns  there  which  sum/ 
mons  her  so  frequently? To  what  influences  is  one  there  exposed. 
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awake  to  the  merits  of  Updike’s  printing,  and  in  failing  to  acquire 
examples  of  it  while  they  are  still  to  be  obtained  are,  I  feel  sure, 
missing  an  opportunity.  While  his  work  is  appreciated  now,  it  is  of 
a  kind  which  will  be  still  more  admired  by  generations  to  come. 

Updike  was  a  student  of  type  history  as  well  as  a  typographer  of 
renown,  and  he  has  made  a  contribution  to  the  literature  of  typog¬ 
raphy  which  will  not  soon  be  superseded.  His  Printing  Types,  in 
two  volumes,  constitutes  an  invaluable  textbook  for  all  who  use  type, 
and  in  writing  it  he  rendered  a  lasting  service  to  the  art  of  which 
he  was  a  distinguished  exponent.  He  was  also  the  author  of  a  volume 
of  charming  essays  on  printing  and  bookmaking  entitled  In  the 
Day's  Wor\,  the  reading  of  which  I  heartily  commend  to  anyone 
seriously  interested  in  the  planning  of  printing. 

On  the  Pacific  Coast  we  find  at  work  a  distinguished  pair  of 
brothers,  Edwin  and  Robert  Grabhorn,  still  young  enough  and 
amply  enthusiastic  to  have  ahead  of  them  many  more  years  in  which 
to  produce  fine  books.  In  their  shop  on  a  narrow  San  Francisco 
street,  the  Grabhorns  do  their  hand  composition,  presswork,  and 
binding.  With  meticulous  care,  they  have  produced  certain  books 
by  hand  processes  entirely,  among  which  their  Mandeville  comes 
first  to  mind.  Many  of  these  volumes  were  hand-illuminated,  also  in 
the  same  office,  by  Valenti  Angelo.  In  later  years  the  Grabhorns 
have  designed  other  books  just  as  carefully,  had  them  set  by  machine, 
printed  them  well,  and  distributed  them  at  prices  bringing  them 
within  the  reach  of  average  mortals  not  possessed  of  overfat  purses. 
In  their  series  of  western  Americana  are  many  excellently  printed 
books  presenting  material  of  real  historical  importance.  The  stand¬ 
ard  of  taste  evidenced  in  the  books  produced  by  the  Grabhorns 
entitles  them  to  rank  among  the  finest  printers  in  the  United  States. 

My  good  friend,  Dr.  John  Henry  Nash  of  San  Francisco,  is  a 
notable  printer  who  has  made  a  successful  business  of  fine  printing. 
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All  of  his  composition  is  set  by  hand,  with  the  details  of  spacing 
checked  most  carefully.  Many  fine  books  have  been  produced  in  his 
office  for  the  late  William  Andrews  Clark,  Jr.,  William  Randolph 
Hearst,  and  other  clients.  Dr.  Nash  has  taken  meticulous  care  with 
the  materials  and  execution  of  these  volumes.  The  paper  for  many 
has  been  specially  made  for  him  in  Europe,  and  the  bindings  of 
others  were  executed  overseas,  in  order  to  obtain  the  best  of  quality 
in  skins  and  workmanship. 

His  monumental  edition  of  Dante  is,  I  believe,  regarded  by  Dr. 
Nash  as  the  most  important  production  of  his  office.  Much  of  his 
work  has  been  done  in  a  rather  decorative  style,  which  is  distinctly 
individual,  but  he  has  also  printed  volumes  of  chaste  simplicity.  An 
enthusiasm  which  I  most  heartily  approve  has  led  him  to  collect  a 
splendid  library  of  books  on  printing,  which  is  handsomely  housed 
and  is  open  to  the  inspection  and  use  of  both  friends  and  visitors. 
This  library  has  certainly  helped  him  in  his  effort  to  do  fine  work. 
Several  years  ago,  Dr.  Nash  announced  his  retirement  from  the 
printing  business,  but  evidently  the  lure  of  type  and  ink  proved  too 
strong,  and  he  has  since  gratified  his  friends  by  announcing  his 
return  to  the  active  typographic  arena.  He  is  now  planning  a  great 
edition  of  the  Bible  in  Latin,  following  the  text  of  the  Vulgate. 

Among  other  printers  of  distinction  on  the  Pacific  coast  are  the 
Johnson  Brothers  in  San  Francisco,  Bruce  McCallister  in  Los  An¬ 
geles,  and  the  irrepressible  and  idealistic  Frank  McCaffrey  in  Seattle. 

In  New  York  one  of  the  most  interesting  offices  was  that  of  the 
Pynson  Printers,  operated  by  Elmer  Adler.  Drawn  into  bookmaking 
from  another  line  of  work  by  an  irresistible  interest  in  typography, 
Adler  made  a  notable  contribution  to  the  cause  of  fine  printing.  He 
would  not  compromise  on  quality,  being  interested  only  in  turning 
out  the  best  work  it  was  possible  for  him  to  produce.  Though  by 
nature  conservative,  he  has  been  willing  to  pioneer  in  the  use  of  new 
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THE  HUNTER’S  FAMILY 

HERE  is  quite  a  large  race  or  class  of  people  in  America, for  whom 
we  scarcely  seem  to  have  a  parallel  in  England.  Of  pure  white  blood, 
they  are  unknown  or  unrecognisable  in  towns;  inhabit  the  fringe 
of  settlements  and  the  deep,  quiet  places  of  the  country;  rebellious  to  all 
labour, and  pettily  thievish,  like  the  English  gipsies;  rustically  ignorant, 
but  with  a  touch  of  woodlore  and  the  dexterity  of  the  savage.  Whence  they 
came  is  a  moot  point.  At  the  time  of  the  war,  they  poured  north  in  crowds 
to  escape  conscription;  lived  during  summer  on  fruits,  wild  animals,  and 
petty  theft;  and  at  the  approach  of  winter,  when  these  supplies  failed,  built 
great  fires  in  the  forest, and  there  died  stoically  by  starvation.They  are  wide¬ 
ly  scattered,  however,  and  easily  recognised.  Loutish,  but  not  ill-looking, 
they  will  sit  all  day,  swinging  their  legs  on  a  fieldfence,  the  mind  seemingly 
as  devoid  of  all  refledion  as  a  Suffolk  peasant’s,  careless  of  politics,  for  the 
most  part  incapable  of  reading,  but  with  a  rebellious  vanity  and  a  strong 
sense  of  independence.Hunting  is  their  most  congenial  business,  or,  if  the 
occasion  offers,  a  little  amateur  detedion.  In  tracking  a  criminal,  following 
a  particular  horse  along  a  beaten  highway,  and  drawing  inductions  from 
a  hair  or  a  footprint,  one  of  those  somnolent,  grinning  Hodges  will  sud¬ 
denly  display  adivity  of  body  and  finesse  of  mind.  By  their  names  ye  may 
know  them, the  womenfiguring  as  Loveina,Larsenia,Serena,Leanna,Or- 
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types  and  materials.  He  has  been  wise  in  enlisting  the  co-operation 
on  various  projects  of  such  distinguished  artists  as  Rockwell  Kent, 
Thomas  M.  Cleland,  and  Lucian  Bernhard.  Walter  Dorwin  Teague 
drew  his  printer’s  mark. 

The  finest  book,  in  my  own  opinion,  that  Elmer  Adler  has  pro¬ 
duced  is  Voltaire’s  Candide,  illustrated  by  Rockwell  Kent.  In  addi¬ 
tion  to  printing  many  other  well-designed  books,  Adler  has  acted  as 
adviser  to  Alfred  A.  Knopf  on  the  design  of  the  American  Mercury 
in  its  original  form  and  of  many  trade  books,  the  printing  of  which 
could  not  be  undertaken  in  his  own  office.  He  was  also  a  prime 
mover  in  the  establishment  and  publication  of  The  Colophon ,  a 
finely  printed  quarterly  devoted  to  the  interests  of  bibliophiles.  Now 
associated  with  Princeton  University,  Adler  appreciates  the  value  of 
books  about  books  and  has  assembled  a  fine  typographical  library. 

A  number  of  other  printers  in  and  around  New  York  have  done 
or  are  doing  book  printing  of  a  high  character.  Among  these  are  the 
Harbor  Press,  in  which  John  Fass  was  active;  the  Walpole  Printing 
Office  operated  by  Edna  and  Peter  Beilenson;  the  Powgen  Press  of 
Ted  Gensamer;  the  Spiral  Press  of  Joseph  Blumenthal;  Hawthorn 
House  at  Windham,  Conn.,  presided  over  by  Edmund  B.  Thomp¬ 
son;  and  Valenti  Angelo’s  Golden  Cross  Press,  under  the  imprint 
of  which  have  appeared  a  number  of  exquisite  but  precious  items. 
Helen  Gentry,  formerly  of  San  Francisco,  is  now  continuing  her 
sound  work  in  book  design  in  New  York  City.  In  Portland,  Maine, 
at  the  Southworth-Anthoensen  Press,  Fred  Anthoensen  has  printed 
numerous  books  of  real  textual  value,  giving  evidence  of  excellent 
taste  and  high  standards  of  craftsmanship. 

Among  the  designers  planning  the  books  of  trade  publishers,  the 
names  of  Robert  Josephy,  Ernst  Reichel,  S.  A.  Jacobs,  Evelyn  Harter, 
and  Arthur  Rushmore  come  to  mind.  Richard  Ellis  has  designed 
some  outstanding  books  for  the  Haddon  Craftsmen  at  Camden,  N.  J. 
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The  Yale  University  Press  is  fortunate  in  having  enlisted  the 
services  as  typographer  of  Carl  Purington  Rollins,  who  is  responsible 
for  many  distinguished  books  issued  by  that  publishing  organiza¬ 
tion.  His  work  is  guided  but  not  subjugated  by  the  dictates  of  tradi¬ 
tion,  and  is  leavened  by  a  temptation  to  spontaneity  that  he  is 
unable  completely  to  resist.  Rollins  is  a  scholar  as  well  as  an  artist 
in  the  typographic  field,  his  knowledge  of  the  historical  background 
of  bookmaking  being  attested  by  his  critical  yet  lively  columns 
which  used  to  appear  every  other  week  under  the  heading  of  “The 
Compleat  Collector”  in  the  Saturday  Review  of  Literature. 

In  Chicago,  William  A.  Kittredge,  with  the  unmatched  re¬ 
sources  of  the  Lakeside  Press  at  his  disposal,  has  been  identified  with 
the  design  and  production  of  many  finely  printed  volumes.  Through 
special  ability  on  the  part  of  several  members  of  its  staff,  the  Uni¬ 
versity  of  Chicago  Press  has  turned  out  books  of  surprising  virtuosity 
of  design.  Among  the  younger  men  of  promise  in  the  midwestern 
bookmaking  field  is  Norman  Forgue  who,  after  finding  his  feet  in 
the  selection  of  texts,  has  printed  over  the  imprint  of  the  Black  Cat 
Press  a  number  of  interestingly  designed  books.  Another  mid- 
western  printer  who  will  bear  watching  is  Carroll  D.  Coleman, 
master  of  the  Prairie  Press  of  Muscatine,  Iowa.  Further  west  we 
find  Walter  Goodwin  making  some  highly  creditable  books  at 
the  Rydal  Press,  Santa  Fe,  New  Mexico. 

A  project  in  the  United  States  which  has  had  an  important 
influence  in  raising  popular  standards  of  taste  in  bookmaking  is  the 
Limited  Editions  Club,  conceived  and  developed  by  George  Macy. 
The  avowed  purpose  of  this  organization  is  “to  furnish  to  lovers  of 
beautiful  books  unexcelled  editions  of  their  favorite  works ;  to  place 
beautifully  printed  books  in  the  hands  of  book  lovers  at  commend- 
ably  low  prices;  to  foster  in  America  a  high  regard  for  perfection  in 
bookmaking;  by  publishing  for  its  members  twelve  books  each 
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year,  illustrated  by  the  greatest  of  artists  and  planned  by  the  greatest 
of  designers.”  Each  year  since  1929  the  club  has  distributed  to  its 
restricted  list  of  fifteen  hundred  subscribers  its  quota  of  twelve 
books,  each  volume  designed  and  printed  by  a  different  printer  of 
ability  and  reputation,  either  in  the  United  States  or  overseas,  and 
nearly  all  the  volumes  containing  illustrations  by  distinguished  artists. 

Among  the  artists  who  have  contributed  their  talents  to  the  books 
!  issued  by  the  Limited  Editions  Club  are  to  be  found  Allen  Lewis, 
Rudolph  Ruzicka,  Rene  Clarke,  C.  B.  Falls,  W.  A.  Dwiggins, 

!  Edward  A.  Wilson,  Zhenya  Gay,  Hugo  Steiner-Prag,  Frans 
Masereel,  Vojtech  Preissig,  Lynd  Ward,  Alexander  King,  Pablo 
Picasso,  Rockwell  Kent,  Richard  Floethe,  Sylvain  Sauvage,  Thomas 
Maitland  Cleland,  George  Grosz,  Valenti  Angelo,  Miguel  Cova- 
rrubias,  Henri-Matisse,  and  other  artists.  Books  have  been  designed 
and  printed  by  D.  B.  Updike  at  the  Merrymount  Press,  Boston; 

1  John  Henry  Nash,  San  Francisco;  the  Marchbanks  Press,  New 
:  York;  Frederic  W.  Goudy’s  Village  Press;  Edwin  and  Robert  Grab- 
horn,  San  Francisco;  the  Harbor  Press,  New  York;  the  Oxford 
University  Press,  England;  Poeschel  and  Trepte,  Leipzig,  Ger¬ 
many;  Hans  Mardersteig’s  Officina  Bodoni,  Verona,  Italy;  the 
'  Czechoslovakian  Government  Printing  Office,  Prague;  J.  Enschede 
en  Zonen,  Haarlem,  Netherlands;  Elmer  Adler’s  Pynson  Printers, 
New  York;  the  Golden  Cockerel  Press,  Waltham  St.  Lawrence, 
England;  the  Lakeside  Press,  Chicago;  Hawthorn  House,  Wind¬ 
ham,  Connecticut;  the  Curwen  Press,  London;  the  South worth- 
1  Anthoensen  Press,  Portland,  Maine;  and  many  other  printing  offices 
throughout  the  world. 

Each  volume  is  independent  in  size,  style,  and  treatment,  and  the 
:  total  output  presents  a  wide  variety  of  typographic  design  of  dis- 
tinctly  high  quality.  As  a  result  of  Macy’s  efforts,  therefore,  collec- 
i  tions  of  finely  printed  books  are  to  be  found  today  in  many  private 
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libraries  throughout  the  land,  giving  pleasure  and  satisfaction  to 
their  possessors. 

The  Limited  Editions  Club  has  recently  taken  over  the  None¬ 
such  Press  of  London,  whose  work  is  discussed  below,  and  is  issuing 
in  the  United  States  another  series  of  books  under  the  imprint  of 
the  Heritage  Press. 

Passing  now  to  a  consideration  of  fine  printing  in  England  done 
under  commercial  conditions,  we  encounter  first  the  work  of  the 
Nonesuch  Press.  This  unique  organization  was  established  at  Lon¬ 
don  in  1923  by  Francis  Meynell  and  his  associates,  who  saw  the 
problem  of  practical  typographic  progress  from  a  point  of  view  vary¬ 
ing  widely  from  that  of  the  private-press  enthusiasts.  Mechanical 
devices,  such  as  typesetting  machines  and  high-speed  presses,  were, 
it  is  true,  producing  work  of  banality  and  ugliness.  But  machines 
were  able  to  produce  books  more  cheaply  and  in  greater  quantities 
than  was  possible  by  hand  processes.  If  the  machines  produced  ugli¬ 
ness,  the  remedy  was  not  to  discard  the  machines  and  revert  to  hand 
labor,  but  to  improve  the  machines.  “Our  stock  in  trade,”  Meynell 
has  written,  “has  been  the  theory  that  mechanical  means  could  be 
made  to  serve  fine  ends;  that  the  machine  in  printing  was  a  con¬ 
trollable  tool.” 

With  this  theory,  Francis  Meynell,  Vera  Mendel  (later  Vera 
Meynell),  and  David  Garnett  started  the  Nonesuch  Press  in  1923 
in  a  cellar  under  Birrell  and  Garnett’s  bookshop.  From  the  start  there 
was  nothing  “arty”  about  the  Nonesuch,  and  its  staff  did  not  share 
the  belief  that  virtue  lay  in  getting  their  own  fingers  inky  or  in 
tiring  their  own  muscles  by  pulling  the  lever  of  an  old-fashioned 
hand  press.  They  sought,  rather,  to  mobilize  the  resources  available 
for  book  production  in  a  modern  city  and  to  use  them  for  their 
own  purposes;  to  be  “designers,  specifiers,  rather  than  manufactur¬ 
ers;  architects  of  books  rather  than  builders.” 
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The  output  of  the  Nonesuch  Press  has  displayed  as  much 
1  variety  in  format  and  typographic  style  as  in  subject-matter.  Meynell 
:j  did  not  want  people  to  be  able  to  say,  “Oh,  yes,  that  must  be  a 
Nonesuch  book.”  He  preferred  to  have  them  say,  “That’s  not  a  bad- 
I  looking  book.”  And  time  has  shown  that  in  both  theory  and  practice 
I  the  Nonesuch  Press  has  succeeded.  Its  books  are  machine-made,  but 
I  they  are  well  made  and  attractively,  even  beautifully  printed.  And 
I  large  numbers  of  people  buy  them,  not  as  museum  pieces  or  “col- 
j  lector’s  items”  but  as  books  to  be  used  and  enjoyed. 

The  proudest  achievement  of  the  Nonesuch  Press  has  been  the 
seven-volume  edition  of  the  works  of  Shakespeare,  issued  in  1929- 
3:933,  which  an  English  bibliographer  has  called  “the  finest  of  all 
1  editions  of  our  greatest  poet.”  With  this  ranks  the  edition  of  Dante’s 
La  Divina  Commedia,  containing  the  Italian  text  with  an  English 
i  translation  by  H.  F.  Cary,  published  in  1928.  The  editorial  scholar¬ 
ship  in  these  and  other  works  of  the  Nonesuch  Press  is  on  a  par 
with  the  excellence  of  their  typography. 

Through  the  work  of  the  Nonesuch  Press  the  ideal  of  fine 
typography  in  the  books  for  everyday  use  has  influenced  the  com¬ 
mercial  printer.  “It  has  demonstrated,”  says  Mr.  Symons,  “that  the 
machine  can  be  as  much  an  agent  of  beauty  as  the  hand,  and  its 
practice  has  been,  both  to  printers  and  publishers,  part  of  a  new 
trade  education.” 
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Modern  Typography 


I  HE  art  of  book  design  during  the  past  generation  was 
almost  wholly  dependent  upon  tradition.  Bookmakers  were 
content  to  follow  quite  slavishly  the  models  of  one  or  an¬ 
other  of  the  masters  of  bygone  ages  who  had  made  their  impress 
on  the  typography  and  format  of  the  book.  The  typefaces  in  use 
were  practically  all  revivals  of  those  designed  by  master  punch- 
cutters  of  the  past,  recut  versions  of  these  being  used  in  a  few 
well-established  and  standardized  styles.  Individual  features  of  book¬ 
making,  such  as  title  pages,  chapter  heads,  initials,  and  the  like, 
all  followed  along  strictly  traditional  channels.  Title  pages,  for 
example,  were  cast  in  standard  molds,  balanced  carefully  on  a  central 
axis.  Exhibitions  of  well-made  books  could  not  fail  to  impress  the 
careful  observer  with  the  extent  of  our  dependence  upon  the  work 
of  our  typographic  ancestors. 

Ten  or  fifteen  years  ago  we  could  well  have  questioned  whether 
we  had  not  reached  the  end  of  possible  typographic  creation,  having 
settled  back  comfortably  to  imitate  the  work  of  others.  We  seemed 
the  more  satisfied  the  more  closely  the  present-day  replica  resembled 
its  classical  model.  It  could  hardly  be  denied  that  little  new  was 
visible  on  the  bookmaking  horizon. 

Even  the  work  of  the  best  private  presses,  with  real  ideals  and 
aspirations,  which  had  achieved  a  certain  individuality  of  style,  did 
not  maintain  a  reasonable  degree  of  inventiveness.  One  book  from  a 
given  press  was  disappointingly  similar  to  another.  To  have  seen 
three  books  from  the  Kelmscott  Press  is  nearly  equivalent  to  having 
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1  seen  them  all.  To  have  examined  two  characteristic  volumes  pro- 
i  duced  by  the  Doves  Press  gives  us  a  good  idea  of  all  the  rest. 

That  typography  was  held  so  firmly  in  the  vise  of  traditionalism 
was  surprising,  to  say  the  least,  when  one  observed  the  fundamental 
:  changes  which  had  already  taken  place  in  a  number  of  the  fine  and 
!  applied  arts.  Painting,  sculpture,  architecture,  furniture  design,  had 
1  all  given  evidence  of  the  stirring  of  a  new  spirit  and  a  new  freedom 
;  in  design.  Yet  the  users  of  type  were  not  swayed  to  any  appreciable 
degree  from  their  traditional  course. 

The  end  of  the  first  quarter  of  the  twentieth  century  marked 
the  beginning  of  the  long  overdue  typographic  revolution.  The 
younger  designers  of  printing  in  the  central  European  countries, 
inspired  by  the  new  concept  of  design  that  was  making  itself  felt  in 
other  applied  arts,  began  experiments  toward  the  development  of  a 
typographic  style  with  its  roots  in  the  life  of  the  present  rather  than 
in  that  of  the  past. 

It  will  readily  be  understood  that  the  great  art  of  any  period  is 
that  art  which  best  expresses,  typifies,  and  satisfies  the  needs  of  the 
life  of  its  own  time.  When  styles  of  art  live  over,  as  they  do,  into  a 
period  not  their  own,  their  vitality  is  sapped  for  lack  of  the  milk 
from  their  mothers’  breasts.  When  art  is  not  in  the  generative  stage, 

I  it  becomes  slowly  but  surely  degenerative. 

This  is  why  creativeness  in  art  is  of  such  supreme  importance. 

I  No  artist  ever  attained  lasting  fame  by  working  “in  the  style  of” 

I  someone  else.  Giotto  and  Rembrandt  and  Cezanne  alike  were  great 
|  painters  because  their  work  was  the  untainted  expression  of  their 
1  respective  ages,  interpreted  through  the  medium  of  their  own  indi- 
1  vidual  genius.  It  is  for  this  reason  that  the  enlightened  amateur 
heeds  and  appreciates  the  work  of  new  artists  of  ability  and  in¬ 
ventiveness,  painting  in  a  style  of  their  own  rather  than  resting 
content  to  copy  the  work  of  their  elders. 
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The  twentieth-century  concept  of  design  is  based  on  the  prin¬ 
ciples  of  the  engineer,  who  learned  early  in  his  work  the  apparently 
simple  axiom  that  form  should  follow  function.  Asking  first  the 
purpose  for  which  the  object  or  structure  was  intended,  and  analyz¬ 
ing  the  possibilities  and  limitations  of  the  materials  to  be  used,  the 
engineer  proceeded  in  a  businesslike  and  unromantic  way  to  design 
his  product  so  that  it  would  serve  most  efficiently  its  intended  use. 
When  design  had  been  so  determined,  the  engineer  stopped,  super¬ 
adding  no  furbelows  to  the  simple  elementary  plan. 

Examples  of  sound  modern  engineering  design  are  to  be  seen  in 
recently  erected  skyscrapers,  in  the  cradle  telephone,  in  present-day 
airplanes,  and  in  thousands  of  objects  of  everyday  use,  where  intel¬ 
ligent  planning  has  replaced  the  old  rule  of  “doing  it  that  way 
because  grandfather  did  it  that  way.”  Perhaps  the  most  graphic 
symbol  of  modern  design  is  the  streamlined  railroad  train. 

All  these  products  of  modern  engineering  design,  when  viewed 
through  twentieth-century  eyes,  are  seen  to  have  a  beauty  of  form 
so  elementary  and  fundamental  that  scant  training  in  art  is  essen¬ 
tial  to  its  appreciation.  The  most  important  feature  of  modern 
design  is  simplicity.  Rococo  ornament,  furbelows,  and  “gingerbread” 
are  taboo.  We  have  learned  a  new  respect  for  the  beauty  of  pure 
form,  without  benefit  of  decoration. 

When  the  engineering  principles  of  design  were  applied  to 
typography,  they  brought  about  important  changes,  particularly  in 
advertising  and  commercial  printing.  An  analysis  of  the  purposes 
which  printed  advertising  was  to  serve  brought  about  a  realization 
of  the  steadily  decreasing  time  the  average  citizen  has  free  for  read¬ 
ing,  in  the  face  of  numerous  recently  developed  attractions  compet¬ 
ing  for  his  attention.  The  typographers  concluded,  therefore,  that 
the  prospect  must  be  able  to  “read  as  he  runs”  if  the  selling  story 
was  to  bring  results. 


Uber  die  AusdrucksmiffeV  der  neuen  Typographic 

Was  hat  das  alles  mit Typography  zu  fun?  So  wird  man  unwill- 
kurlich  fragenf  wenn  man  die  Typographie  als  ein  selbstandiges 
Gebietdes  Formschaffens  ansiehf.  Aber  das  istsie  nie  gewesen 
und  kann  sie  auch  niemals  sein.  Immer  war  sie  gebunden  an  das 
Formempfinden  ihrer  Zeif,  und  immer  wird  sie  ein  Widerscheirc 
sein  vom  Wollen  und  Vollbringen  auf  dem  Gebiete  des  for- 

malen  Ausdrucks,  der  Kunst. 
Also  auch  in  der  Typographie  wird  man  an  den  grundsatzlichen 
Anderungen  auf  dem  Gebiet  des  allgemeinen  Formschaffens 
nichf  achtlos  vorubergehen  konnen.  Das  heifyf  nun  keineswegs, 
daf)  man  etwa  die  neue  Form  der  Stutze,  unten  schmal,  oben 
breit,  einfach  insTypographische  ubertragensoll.  Nein,  auch  hier 
heifjt  esf  aus  dem  Material  heraus  im  Sinne  der  neuen  Lebens- 
auffassung  und  desZeittempos,  des  gesamfen  Lebensrhythmus, 

zu  gestalten  und  zu  formen. 
Das  Bewegungsmoment  ist  auch’fur  uns  ausschlaggebend.  Der 
EmpfangereinerDrucksache,dieimStildergeruhsamenZeifaus- 
gefuhrt  ist,  wird  unangenehm  beruhrf,  wenn  er  sich  plotzlich  um- 
stellen  muf)r  sichaus  dem  Momentder  Bewegung,  in  dem  er  sich 
befindet,  in  das  der  Ruhe  versetzen  soil,  um  die  empfangene 
Drucksache  ganz  auf  sich  wirken  lassen  zu  konnen. 
Und  so  ist  das  charakteristischste  Merkmal  in  der  neuen  Typo¬ 
graphie  die  Betonung  eines  Bewegungsrhythmus  —  die  asym- 
metrische  Anordnung  der  Zeilen  und  Safzgruppen  —  gegen- 
iiber  der  Stellung  auf  Mitte,  der  Arbeit  mit  einem  Ruhepunkt, 
der  symmetrischen  Satzanordnung  friiherer  Zeifen. 
Es  tut  dabei  nichts  zur  Sache,  daf)  auch  fruher  gelegentlich  einmal 
eine  Verschrankung  der  Zeilen  vorgenommen  wurde.  Denn  es 

ist  doch  ein  Unterschied,  ob  man  etwas  bewufjt,  als  Ergebnis 
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This  realization  brought  about  a  new  respect  for  legibility,  for 
type  large  enough  to  be  read  with  comfort,  for  headings  set  in 
capitals  and  small  letters  (upper  and  lower  case  to  printers)  rather 
than  in  capitals  only,  which  are  far  less  easy  to  read.  It  was  also 
found  that  dynamic  or  unbalanced  arrangements  were  more  likely 
to  arrest  the  eyes  of  hurried  readers  than  the  static,  balanced  layouts 
favored  by  tradition.  Display  types  were  simplified  in  design  and 
reduced  to  their  most  elementary  form,  and  serifs,  which  accented 
and  finished  off  the  main  strokes  of  letters,  went  into  the  discard. 
Simplicity  in  layout  led  to  arrangements  of  illustrations  and  type 
areas  in  geometrical  forms. 

Especially  in  post-war  Germany  were  strenuous  efforts  made  to 
burst  the  bonds  of  typographic  tradition.  These  efforts  produced  a 
“lunatic  fringe”  of  typographic  experimenters  whose  “creations” 
were,  to  say  the  least  of  them,  startling.  But  there  were  sound 
technicians  at  work  also,  and  much  that  they  did  and  advocated 
has  been  stimulating  and  helpful. 

The  famous  Bauhaus,  at  Dessau,  was  a  center  of  revolutionary 
typographic  ideas,  as  it  was  of  radical  departures  from  tradition  in 
architecture.  “Scientific”  alphabets  were  developed  in  a  laudable 
(though  unsuccessful)  effort  to  get  to  the  essential  elements  of  letter 
forms.  Particularly  in  Germany  the  cult  of  the  sans-serif  typefaces 
flourished,  and  a  number  of  type  families  in  the  “new”  style  ap¬ 
peared.  Printers  in  the  United  States  will  remember  the  sudden 
vogue  of  Erbar,  Futura,  Kabel,  and  other  like  typefaces.  The  sans- 
serif  cult  in  Germany  was  related  to  a  renewal  of  the  revolt  against 
the  traditional  Fraktur,  the  crabbed  black  letter  of  German  texts. 
A  side  issue  to  this  revolt  was  a  determined  effort  on  the  part  of 
some  leaders  of  the  “new  typography”  to  remedy  the  excessive  use 
of  capitals  in  German  orthography  by  doing  away  entirely  with 
capital  letters.  There  were  sporadic  attempts  in  other  countries  to 
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abolish  the  capitals,  but  in  the  United  States  at  least  the  attempts 
were  half-hearted  or  were  made  in  a  humorous  mood. 

The  Nazi  government  was  unfriendly  to  innovations  in  typog¬ 
raphy,  and  the  search  by  German  typographers  for  outlets  into  new 
fields  of  expression  in  and  with  types  ceased  rather  abruptly.  Rut 
not  until  something  had  been  contributed  to  the  improvement  of 
typography  in  general.  At  least,  in  the  strenuous  years  of  attempting 
to  keep  up  with  the  swift  and  startling  developments  of  the  ‘hew 
typography,”  printers  learned  that  their  ancient  craft  was  still  flexi¬ 
ble  enough  to  permit  of  experiment  and  innovation. 

“Modern  typography”  effected  notable  changes  in  the  style  of 
printing  in  the  service  of  sales.  But  the  principles  and  practices  found 
so  useful  in  the  design  of  commercial  printing  have  effected  changes 
of  far  less  significance  in  the  field  of  book  design. 

We  will  all  readily  approve  the  modern  dictum  that  “form 
follows  function.”  As  the  primary  function  of  a  book  is  to  present 
a  written  text  to  a  reader  in  such  a  form  that  he  can  read  it,  for 
hours  if  need  be,  with  perfect  ease,  we  strive  to  find  the  most  legible 
possible  typeface  of  adequate  size,  and  set  it  in  lines  not  too  long 
for  the  eye  to  follow  easily,  with  ample  space  between  lines  to  lead 
the  eye  back  unerringly  to  the  start  of  the  next  line.  Ease  of  reading 
requires  that  the  type  pages  be  evenly  printed  in  black  ink  on  a 
nearly  white  paper,  free  from  glare,  with  opacity  enough  so  that 
the  type  printed  on  the  other  side  will  not  show  through  and  con¬ 
fuse  the  vision.  The  book  intended  to  be  read  for  enjoyment  will  be 
of  such  a  size  and  weight  that  it  can  be  held  comfortably  in  the 
hand,  and  will  open  easily  and  stay  open. 

Even  typographers  free  from  traditional  prejudices,  and  defi¬ 
nitely  committed  to  new  practices  in  the  commercial  printing  field, 
agree  that  there  are  comparatively  few  changes  which  can  be  made 
advantageously  in  the  general  form  of  soundly  designed  books.  The 
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general  trend,  however,  has  made  for  freedom  from  stereotyped  pat¬ 
tern  in  certain  elements  of  book  design.  For  example,  a  new  spon¬ 
taneity  is  observable  in  the  arrangement  of  title  pages.  Contem¬ 
porary  designers  now  feel  free  to  place  the  main  title  on  the  page 
wherever  they  please,  with  no  fixed  relation  to  a  central  axis.  A  spot 
of  illustration,  tied  up  with  the  subject-matter  of  the  book,  is  used 
in  ways  which  are  often  surprising.  Sometimes  the  type  occupies 
an  exceedingly  small  proportion  of  the  page,  and  at  other  times  it 
takes  up  the  whole  page.  We  have  observed  some  striking  modern 
title  pages  with  all  lines  starting  flush  to  the  left  and  set  in  the  block 
or  sans-serif  types.  Such  an  arrangement  for  title  pages  as  well  as  for 
newspaper  heads  eliminates  the  necessity  of  writing  copy  to  fit  or  of 
contorting  or  modifying  it  to  meet  physical  limitations. 

In  other  words,  the  inventiveness  of  the  designer  can  be  given 
full  play  without  risk  of  calling  down  upon  him  the  wrath  of  critics 
whose  sole  complaint  is  that  “Bodoni  would  not  have  done  it  that 
way.”  A  large  share  of  credit  for  this  new  freedom  must  be  given 
to  the  pioneers  of  “modern  typography.” 

Efforts  to  supplant  the  traditional  typefaces  by  modern  sans- 
serifs  have  proved  unsuccessful,  so  far  as  book  composition  is  con¬ 
cerned.  Serifs  seem  to  contribute  to  legibility  by  tying  individual 
letters  together  into  words.  Furthermore,  eyes  trained  in  reading 
types  with  serifs  do  not  find  it  so  easy  to  read  matter  which  is  set  in 
types  lacking  these  familiar  stroke  terminals. 

Modern  book  designers  have  also  experimented  with  the  pro¬ 
portion  and  area  of  margins.  Some  have  placed  left-  and  right-hand 
type  pages  in  uniform,  rather  than  reversed,  position  on  the  page 
with  relation  to  margins.  Others  have  made  the  inner  margins 
wider  than  the  outer  ones,  to  no  apparent  advantage.  Still  others 
have  set  type  in  larger  size  and  with  more  generous  leading,  to 
occupy  almost  the  whole  area  of  the  page,  thus  achieving  greater 
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legibility  by  utilizing  space  that  is  usually  unprinted.  This  is  the 
most  constructive  of  the  experiments. 

Book  jackets  (or  “dust  wrappers,”  as  our  English  friends  call 
them)  have,  however,  shown  the  influences  of  the  new  practices  in 
commercial  typography,  and  rightly  so,  for  they  act,  as  it  were,  as 
the  sales  agent  of  the  publisher  and  bookseller.  The  jacket’s  func¬ 
tion  is  to  attract  the  attention  of  the  passing  reader  and  to  proclaim 
the  merits  of  the  book  that  it  enfolds.  To  achieve  these  ends,  the 
jacket  designer  employs  all  the  features  of  the  modern  poster  and 
modern  commercial  printing:  striking  layout,  emphatic  display 
lines,  and  vivid  color. 
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Modern  Book  Illustration 


SINCE  the  time  of  the  Kelmscott  Press  there  has  been  much 
encouraging  activity  in  the  field  of  book  illustration.  After  the 
processes  of  photo-engraving  had  apparently  smothered  the 
old-fashioned  wood  engraver,  who  was  content  to  render  technically 
the  artistic  creations  of  others,  the  air  was  cleared,  so  to  speak,  for  a 
renaissance  of  creative  engraving,  with  the  artist  cutting  his  own 
blocks.  Other  artists,  equally  competent,  have  chosen  to  work  with 
pen  or  brush  on  paper,  entrusting  to  mechanical  means  the  repro¬ 
duction  of  compositions  so  rendered. 

Here,  it  seems  to  me,  issue  may  well  be  taken  with  those  who 
express  abhorrence  of  the  use  of  anything  mechanical  in  connection 
with  the  arts.  For  to  the  extent,  at  least,  that  art  serves  the  purposes 
of  book  illustration,  the  recent  developments  of  photo-mechanical 
methods,  particularly  in  color  printing,  have  enormously  increased 
the  range  of  techniques  available  to  the  artist-illustrator.  No  matter 
what  different  mediums  or  manners  of  expression  he  may  wish  to 
select  in  order  to  produce  results  in  harmony  with  the  character  of 
the  book  he  is  illustrating,  the  artist  will  find  some  photo-mechanical 
method  of  reproduction  that  will  meet  his  requirements. 

It  is  a  matter  of  regret  to  the  writer  that  it  is  not  possible  here 
to  undertake  a  comprehensive  review  of  book  illustration  during 
recent  years,  but  limitations  of  space  constitute  an  insuperable  handi¬ 
cap  to  any  effort  to  give  some  view  of  the  beginnings  of  book¬ 
making  and  the  development  of  the  book  arts  across  five  centuries 

— and  more.  The  subject  of  contemporary  illustration  needs  a  book 
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to  itself.  We  are  reduced,  therefore,  to  mentioning  only  a  few  artists 
whose  work  promises  to  be  reasonably  permanent  in  interest. 

In  what  may  be  called  a  period  of  transition,  between  1850  and 
1880,  a  number  of  distinguished  English  artists  contributed  to  the 
illustration  of  books.  To  name  any  of  them  is  to  incur  criticism  as 
well  for  the  names  mentioned  as  for  those  omitted.  But  surely  those 
of  an  older  generation,  at  least,  will  pardon  me  for  recalling  to  their 
memories  the  book  illustrations  by  Ford  Madox  Brown,  Edward 
Burne-Jones,  Birket  Foster,  John  Gilbert,  Frederick  Leighton,  John 
Millais,  George  du  Maurier,  Dante  Gabriel  Rossetti  (of  the  famed 
pre-Raphaelites),  Frederick  Sandys,  and  John  Tenniel  (creator  of  the 
immortal  Alice  of  Looking-Glass  Land  and  of  Wonderland).  And 
what  oldster  among  us  will  not  forever  associate  the  people  of 
Dickens’  novels  with  the  vivid  characterizations  of  them  in  the 
drawings  made  by  George  Cruikshank  and  by  Hablot  K.  Browne, 
who  signed  his  pen-name  “Phiz”?  Also  remembered  will  be  the 
spirited  illustrations  with  which  Howard  Pyle  delighted  thousands 
of  boy  and  girl  readers  of  fifty  years  and  more  ago. 

In  the  late  years  of  the  nineteenth  century  in  England,  some  of 
the  most  talented  drawing  ever  undertaken  for  the  embellishment 
of  books  was  done  by  Aubrey  Beardsley,  a  mere  lad  in  delicate 
health  who  died  at  the  age  of  twenty-six.  He  left  an  influence  on 
draftsmanship  that  will  never  be  forgotten.  It  is  specially  note¬ 
worthy,  from  our  point  of  view,  that  practically  all  his  drawing  was 
done  specifically  for  books  or  other  matter  appearing  in  print.  It 
may  also  be  noted  here  that  Beardsley  made  his  drawings  with  a 
view  to  their  reproduction  by  photo-mechanical  means.  A  typical 
example  of  his  work  is  reproduced  on  the  opposite  page. 

In  the  same  period  numerous  books  were  decorated  by  Charles 
Ricketts,  of  the  Vale  Press;  but  the  more  ambitious  of  this  artist’s 
ornament  pressed  hard  on  the  sphere  of  illustration.  With  Ricketts 
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must  also  be  mentioned  Lucien  Pissarro,  of  the  Eragny  Press.  Lau¬ 
rence  Housman,  best  known  to  us  now  as  an  author,  did  excellent 
work  early  in  his  career  as  a  book  decorator  and  illustrator. 

Walter  Crane,  son  of  an  artist,  fellow  worker  with  William 
Morris,  was  a  distinguished  illustrator  who  emphasized  in  all  his 
work  the  decorative  function  of  book  illustration.  His  drawings 
served  not  merely  to  interpret  the  text  of  the  author,  but  also  con¬ 
tributed  to  the  printed  pages  an  atmosphere  of  dignity,  charm,  and 
beauty.  Crane’s  great  talents  as  an  illustrator  covered  the  whole 
range  of  literature  from  Shakespeare  to  fairy  tales  for  children.  His 
outstanding  interest  in  the  decorative  function  of  art  also  expressed 
itself  in  designs  for  wallpaper,  printed  textiles,  stained  glass,  metal 
work,  pottery,  and  house  ornaments. 

Outstanding,  too,  among  the  book  illustrators  of  his  time  was 
Arthur  Rackham,  an  artist  of  thoroughly  original  genius,  whose 
work  identifies  itself  by  its  subtly  imaginative  charm.  Rackham,  it 
would  almost  seem,  must  have  had  a  personal  acquaintance  with  the 
elves,  gnomes,  and  witches  whose  activities  he  so  intimately  and 
delightfully  portrayed.  It  may  also  be  said  of  this  artist  that  no  little 
of  his  success  was  derived  from  his  sympathetic. understanding  of 
the  capacities  and  limitations  of  the  photographic  processes  of  repro¬ 
duction,  especially  in  his  inimitable  illustrations  in  color. 

Coming  down  to  the  contemporary  period,  the  work  of  nine 
English  book  illustrators  appeals  to  me  as  being  truly  distinguished : 
Albert  Rutherston,  Eric  Gill,  Paul  Nash,  the  American-born  E. 
McKnight  Kauffer,  Robert  Gibbings,  Blair  Hughes-Stanton,  Ed¬ 
mund  Dulac,  David  Jones,  and  Eric  Ravilious.  Exceedingly  fine 
book  illustration  has  come  also  from  the  hands  of  John  Austen, 
Douglas  Percy  Bliss,  Barnett  Freedman,  Vera  Willoughby,  John 
Nash,  Zhenya  Gay,  Thomas  Lowinsky,  Keith  Henderson,  Ethelbert 
White,  Robert  Ashwin  Maynard,  Horace  Walter  Bray,  Hal  Collins, 


Mane  autem  facto,  consilium 

inierunt  omnes  principes  sacerdotum  et  se- 
niores  populi  ad  versus  Jesum,  ut  eum  morti 
traderent.  Et  vinctum  adduxerunt  eum,  et 
tradiderunt  Pontio  Pilato  praesidi.  Tunc  videns  Judas,  qui 
eum  tradidit,  quod  damnatus  esset,  pcenitentia  ductus, 
retulit  triginta  argenteos  principibus  sacerdotum  et  senio- 
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E.  Fitch  Daglish,  John  F.  Greenwood,  Ralph  Keene,  Wyndham 
Payne,  F.  L.  Griggs,  Marcia  Lane  Foster,  and  others.  Good  illustra¬ 
tions  in  the  copperplate  medium  are  credited  to  Hester  Sainsbury 
and  Edward  Wadsworth. 

In  France,  the  interest  in  fine  books  is  centered  almost  exclu¬ 
sively  on  beautifully  illustrated  books.  Though  there  are  no  private 
presses  in  France,  there  are  numerous  associations  of  bibliophiles 
who  have  done  much  to  encourage  high  standards  of  illustrated 
bookmaking.  Leon  Pichon,  the  publisher,  has  made  a  notable  con¬ 
tribution  to  the  art  of  the  book  in  the  volumes  brought  out  over 
his  imprint,  illustrated  with  wood  engravings  by  Carlegle  and 
others.  Figuring  prominendy  in  recent  French  publishing  are  the 
wood  engravers  Hermann-Paul,  J.  L.  Perrichon,  Jou,  Fernand 
Simeon,  Deslignieres,  Jean  Lebedeff,  Georges  Bruyer,  Maximilien 
Vox,  Emile  Bernard,  Alfred  Latour,  P.  E.  Vibert,  Paul  Baudier,  and 
a  number  of  others. 

Book  illustrators  in  France  have  been  ready  to  use  other  tech¬ 
niques  of  reproduction,  such  as  etching,  intaglio,  line  engraving,  and 
dry  point.  In  these  fields  we  find  work  by  Hermine  David,  J.  E. 
Laboureur,  Bernard  Naudin,  Pierre  Brissaud,  Charles  Martin, 
Andre  E.  Marty,  A.  Alexeieff,  Andre  Dignimont,  and  Gaston  Nick, 
among  many.  Lithography  has  been  invoked  for  the  illustration  of 
numerous  books  by  such  ardsts  as  Charles  Guerin,  L.  A.  Moreau, 
Rene  Ben  Sussan,  Marcel  Vertes,  and  Lucien  Boucher. 

Distinguished  book  illustrations  have  been  executed  by  F.  L. 
Schmied,  whose  woodcuts  in  colors  are  splendid.  P.  E.  Colin,  Sylvain 
Sauvage,  Pierre  Falke,  and  Raphael  Drouard  have  worked  in  the 
same  medium.  Other  books  in  which  colors  have  been  introduced 
into  the  illustrations  by  the  stencil  or  pochoir  process,  so  popular  in 
France,  are  credited  to  the  artists  Georges  Lepape  (known  to  Amer¬ 
icans  by  his  covers  for  Vogue),  Pascin,  and  Laprade. 


A  BOOK  ILLUSTRATION  BY  FRANS  MASEREEL,  DEPICTING 


OPERATION  OF  A  HAND  PRESS  IN  THE  OFFICINA  BODONI. 
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In  Germany  there  is  an  exceedingly  active  interest  in  book  de¬ 
sign  and  decoration,  but  relatively  little  in  illustration,  though  we 
may  not  properly  overlook  the  woodcuts  of  Ludwig  von  Hoffman, 
Rudolf  Wirth,  and  Hans  Alexander  Miller,  the  woodcuts  in  color 
by  Willi  Harwerth,  the  lithographic  illustrations  by  Georg  A. 
Mathey,  and  the  work  of  Fritz  Kredel  and  Richard  Seewald.  In 
other  European  countries  there  is  some  interest  in  illustrations  but 
not  much  outstanding  work.  Among  the  exceptions  must  be  named 
the  Hollander  Frans  Masereel,  the  Hungarian  Ludovic  Kozma,  and 
the  Swede  Akke  Kumlien. 

In  the  United  States  first-quality  work  has  been  done  by 
Rudolph  Ruzicka,  who  illustrated  numerous  fine  books  in  black  and 
white  and  in  colors  for  Updike  and  other  printers.  Allen  Lewis  fol¬ 
lowed,  giving  evidence  of  outstanding  artistic  ability.  Many  of  his 
best  subjects  have  been  cut  on  wood  for  printing  in  colors. 

Rockwell  Kent,  a  distinguished  artist  in  a  variety  of  media,  has 
made  some  book  illustrations  in  woodcut,  but  has  done  many  more 
in  black  and  white  drawings  in  the  woodcut  technique,  to  be  re¬ 
produced  as  line  engravings.  The  finest  book  that  he  has  illustrated, 
in  my  opinion,  is  Voltaire’s  Candide,  printed  by  Elmer  Adler’s 
Pynson  Printers  for  Random  House.  Also  distinguished  are  his 
vigorous  illustrations  for  Melville’s  classic  tale  of  the  sea,  Moby  Dic\, 
so  ably  printed  by  the  Lakeside  Press  of  Chicago.  For  Covici-Friede 
Kent  illustrated  The  Canterbury  Tales .  And  situations  in  many 
other  fine  volumes  have  been  pictured  by  his  gifted  hand.  Kent  must 
be  ranked  today  as  America’s  Number  One  book  illustrator. 

Thomas  Maitland  Cleland,  whose  name  has  been  identified  with 
many  fine  books,  has  long  ranked  high  among  American  illustrators 
and  decorators.  His  illustrations,  restrained  in  style  and  color,  are 
largely  of  a  decorative  character. 

Edward  A.  Wilson,  one  of  the  ablest  American  draftsmen,  has 


PHOSES,  LAUSANNE:  SKIRA,  I93I. 

From  Wheeler,  Modern  Painters  and  Sculptors  as  Illustrators,  by 
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devoted  a  share  of  his  attention,  in  recent  years,  to  book  illustrations, 
and  his  contribution  to  this  field  has  been  notable  indeed.  His  draw¬ 
ings  are  all  free  and  spirited,  and  their  charm  is  enhanced  by  render¬ 
ing  in  the  liveliest  of  colors.  Pictures  by  Wilson  give  me,  personally, 
more  pleasure  than  those  of  any  other  contemporary  illustrator. 

W.  A.  Dwiggins,  whose  talents  have  made  themselves  felt  in 
several  features  of  bookmaking,  is  a  decorator  by  inclination,  who 
achieves  some  fine  illustrations  in  his  own  individual  style.  Dwiggins 
is  an  artist  of  high  ability,  and  every  book  on  which  he  works  gives 
clear  evidence  of  this  fact. 

Valenti  Angelo  did  excellent  work  for  the  Grabhorns  in  San 
Francisco  in  the  illumination  of  books.  He  has  since  moved  East, 
where  he  has  designed  and  decorated  numerous  volumes,  many  of 
which  could  properly  be  characterized  as  precious.  His  illustrations 
are  strongly  decorative  in  character,  and  again  and  again  he  gives 
evidence  that  he  thinks  and  works  in  the  tradition  of  the  early  book 
illuminator.  Angelo  is,  however,  a  competent  artist  in  his  own  par¬ 
ticular  sphere  of  work. 

George  Grosz,  now  working  in  the  United  States,  is  a  book 
illustrator  of  real  virtuosity,  his  colorful  paintings  being  generally 
reproduced  by  offset  lithography.  His  work  is  decidedly  more  mod¬ 
ern  in  slant  than  that  of  any  of  the  artists  heretofore  mentioned. 
It  is  vigorous  and  impressive. 

Miguel  Covarrubias,  the  Mexican  cartoonist,  has  won  rank  as 
one  of  the  foremost  book  illustrators  now  working  in  America.  His 
individuality  is  greatly  to  his  credit,  for  he  copies  the  work  of  no 
other  artist.  His  colorful  and  imaginative  illustrations  can  be  counted 
on  to  enhance  the  interest  of  any  book  the  text  of  which  he  under¬ 
takes  to  interpret  pictorially. 

Alexander  King  has  been  responsible  for  the  vigorous  and  un¬ 
conventional  illustration  of  numerous  books  published  in  the  United 


LE  FAVNE 


C  et  nymphet,  je  let  veux  per  pettier.' 


Si  clair, 

Leur  incarnat  leger,  qu’il  voltige  dans  l’ air 
Assoupi  de  sommeils  touffus. 

Aimai-je  un  rSve  ? 


AN  ETCHING  BY  HENRI-MATISSE  IN  MALLARMe’s 

poemes,  lausanne:  skira,  1932. 

From  Wheeler.  Modern  Painters  and  Sculptors  as  Illustrators, 
by  courtesy  of  the  Museum  of  Modern  Art. 
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Souvenirs  de  pies  compagnons  morts  a  la  guerre 
U olive  du  temps. 

Souvenirs  qui  nen  faites  plus  quun 


LITHOGRAPH  BY  GIORGIO  DE  CHIRICO  IN  APOLLI¬ 
NAIRE ’s  CALLIGRAMMES,  PARIS:  GALLIMARD,  I93O. 
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!  States  within  recent  years.  His  interpretations  usually  border  on  the 
1  weird  and  exotic. 

Lynd  Ward  is  a  gifted  wood  engraver,  with  a  special  flair  for 
i  and  interest  in  book  illustration.  His  work  is  always  creditable. 
One  novelty  for  which  Ward  was  responsible  was  a  novel,  the  story 
:  of  which  is  told  entirely  in  woodcuts,  without  accompanying  text. 

The  limitations  of  space  forbid  discussion  of  the  work  of  many 
other  American  book  illustrators  of  acknowledged  ability.  Among 
them  (to  name  but  a  few)  are  Gordon  Ross,  Rene  Clarke  (best 
;  known  as  art  director  of  a  distinguished  advertising  agency),  Car- 
i  lotta  Petrina,  Mallette  Dean,  Maxwell  Simpson,  Fritz  Eichenberg, 
Richard  Floethe,  Susanna  Suba,  Joseph  Low,  Thomas  W.  Nason, 
Charles  Turzak,  C.  B.  Falls,  John  Held,  Jr.,  and  Howard  Simon. 

A  most  interesting  development  in  the  field  of  book  illustration 
in  recent  years  has  been  the  application  to  this  purpose  of  the  talents 
of  outstanding  painters  and  sculptors,  including  Pablo  Picasso, 
Henri-Matisse,  Marie  Laurencin,  and  many  others.  In  this  move¬ 
ment  a  few  publishers  have  specially  commissioned  leading  artists 
of  our  own  generation  to  interpret  and  supplement  pictorially  the 
texts  of  certain  literary  works  that  they  were  planning  to  print. 

Foremost  among  these  publishers  has  been  Ambroise  Vollard,  of 
I  Paris,  one  of  the  greatest  contemporary  publishers  of  illustrated 
books.  Beginning  as  an  art  dealer  and  becoming  the  friend  and  con¬ 
fidant  of  the  artists  whose  works  he  handled,  he  turned  first  to 
the  publication  of  prints.  Then  it  became  his  ambition  to  devote  his 
wealth  and  abounding  energy  to  the  production  of  the  finest  possible 
illustrated  books.  In  1900  he  issued  his  first  great  book,  Verlaine’s 
Par  allelement,  illustrated  with  nearly  a  hundred  lithographs  by 
Bonnard.  Since  then  he  has  published  twenty  or  more  volumes,  in 
each  of  which  he  has  stubbornly  insisted  on  flawless  impressions  of 
type  and  illustrations,  regardless  of  cost. 
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It  is  true  that  Vollard’s  interest  is  primarily  in  the  artist  and  that 
the  text  of  the  books  which  he  publishes  is  largely  subordinate  to 
the  illustrations.  In  his  volumes  is  to  be  found  the  work  of  such 
artists  as  Pierre  Bonnard,  Georges  Braque,  Marc  Chagall,  Hilaire- 
Germain-Edgar  Degas,  Andre  Derain,  Raoul  Dufy,  Aristide 
Maillol,  Pablo  Picasso,  Auguste  Rodin,  Georges  Rouault,  and  Andre 
Dunoyer  de  Segonzac.  Other  publishers  also  have  sought  the  aid  of 
a  number  of  the  artists  named  and  in  addition  have  enlisted  the 
talents  of  Giorgio  de  Chirico,  Marie  Laurencin,  Jean  Lurgat,  Henri- 
Matisse,  Henri  de  Toulouse-Lautrec,  and  others  of  equal  rank.  The 
catalogue  of  a  recent  exhibition,  at  the  Museum  of  Modern  Art  in 
New  York,  of  the  work  of  modern  painters  and  sculptors  as  illus¬ 
trators  lists  over  two  hundred  books  illustrated  by  a  hundred  con¬ 
temporary  artists,  published  since  Vollard’s  pioneering  in  1900.  A 
few  typical  illustrations  by  outstanding  artists,  which  are  here  repro¬ 
duced,  show  pages  with  drawings  by  Picasso  from  Ovid’s  Meta¬ 
morphoses ,  published  by  Skira  at  Lausanne  in  1931  (on  page  517); 
by  Matisse,  from  Mallarme’s  Poemes ,  published  at  Lausanne  by 
Skira  in  1932  (on  page  519);  and  by  Chirico,  from  Apollinaire’s 
Calligrammes,  published  by  Gallimard  at  Paris,  1930  (on  page  520). 

Thus  contemporary  artists  are  now  being  brought  into  the 
service  of  book  production  very  much  as  Albrecht  Diircr,  Hans 
Holbein,  and  others,  were  employed  to  provide  illustrations  for 
fifteenth-century  books.  The  results  have  varied  widely  in  quality 
and  appropriateness,  as  was  to  have  been  expected,  but  in  a  large 
number  of  cases  the  illustrations  thus  produced,  in  a  variety  of  tech¬ 
niques,  have  set  new  standards  in  bookmaking  with  promising  possi¬ 
bilities  for  future  development. 

The  last  cry  in  book  illustration  is  found  in  work  of  the  sur¬ 
realist  school,  which  aims  to  picture  concepts  beyond  the  realm  of 
reality.  The  efforts  are  startling  and  interesting,  but  do  not  give 
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evidence  of  very  sound  or  permanent  worth.  Books  illustrated  by 
surrealists,  however,  have  achieved  a  published  check  list  in  which 
the  following  artists  figure:  Hans  Arp,  Salvador  Dali,  M.  Janso, 
Max  Ernst,  and  Pablo  Picasso. 

Within  the  past  two  decades  there  have  been  executed  more 
book  illustrations  of  originality  and  true  artistic  merit  than  can  be 
credited  to  all  the  preceding  century.  A  more  active  appreciation 
i  of  pictures  has  established  a  reader  demand  which  has  inevitably 
stimulated  the  supply.  Present  indications  are  that,  in  the  future, 
i  more  and  more  books  will  be  provided  with  adequate  illustrations 
i  to  complement  the  text. 
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Processes  of  Bookmaking 


I- 'HE  first  operation  in  the  process  of  printing  is  the  making 
of  type.  And  the  first  step  in  the  making  of  type  is  the 
preparation  of  the  matrix  in  which  the  letters  are  cast.  From 
the  earliest  stages  of  the  art,  and  up  until  a  few  decades  ago,  punches 
were  cut  by  hand  on  the  end  of  steel  billets  from  which  the  tempei 
had  been  removed  to  make  them  easy  to  work.  A  so-called  counter¬ 
punch  was  first  cut  by  hand  in  the  shape  of  the  inside  contour  of  the 
letter,  such  as  the  inside  oval  of  an  O.  This,  after  hardening,  was 
driven  into  the  end  of  the  punch,  thus  depressing  the  portion  corre¬ 
sponding  to  the  inside  of  the  letter,  known  to  typefounders  as  the 
“counter.”  The  outside  contour  of  the  letter  was  then  made  by  cut¬ 
ting  or  filing  the  outer  edges.  When  the  correct  shape  of  the  letter 
was  thus  punched  and  engraved  on  the  end  of  the  piece  of  steel,  the 
latter  was  hardened  by  tempering.  This  completed  punch  was  then 
driven  in  copper  or  some  other  comparatively  soft  metal  to  form  the 
matrix.  When  this  matrix  is  placed  at  one  end  of  a  rectangular 
mold,  so  arranged  that  the  width  can  be  regulated,  and  molten  metal 
is  poured  into  the  mold,  it  is  apparent  that  the  resulting  cast  will 
bear  on  one  end,  in  relief,  a  letter  similar  in  design  to  that  cut  on  the 
end  of  the  punch.  This  cast  is  a  piece  of  type.  Copy  is  set  up  for 
printing  by  arranging  in  the  proper  sequence  types  of  the  various 
letters  of  the  alphabet. 

In  any  book  page  it  is  apparent  that  all  the  types  of  all  letters 

are  uniform  in  height,  while  they  vary  widely  in  width;  an  M,  for 

example,  requiring  a  wider  shank  or  body  than  an  i.  The  common 
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way  of  adjusting  this  width  was  to  “fit”  the  matrices,  that  is,  to  cut 
them  to  varying  widths,  in  keeping  with  the  widths  of  the  characters 
punched  in  them.  When  the  jaws  of  the  hand  mold  closed  on  the 
matrix,  the  mold  was  thereby  set  to  just  the  right  width  for  casting 
the  letter  in  question. 

In  the  latter  part  of  the  nineteenth  century,  an  American,  Linn 
Boyd  Benton,  invented  a  punch-cutting  machine  which  eliminated 
the  laborious  and  costly  process  of  engraving  the  steel  punch  by 
hand  and  thus  made  the  process  of  punch  production  much  easier. 
Punches  so  produced  were  driven  in  copper  the  same  as  before.  It 
was  soon  found,  however,  that  with  this  engraving  machine  a 
matrix  could  be  cut  in  intaglio  in  the  first  instance,  without  going 
through  the  intermediate  process  of  punch-cutting.  It  is  thus  that 
most  typefoundry  matrices  are  produced  today. 

Type-casting  was  for  centuries  done  in  a  hand  mold,  the  molten 
metal  being  dipped  from  a  crucible  and  poured  into  the  mouth  of 
the  mold.  As  it  was  poured,  the  founder  gave  the  mold  a  quick  jerk 
that  forced  the  metal  into  the  opening  and  against  the  face  of  the 
matrix.  After  ejection  of  the  type  from  the  mold  the  jet,  similar  to 
the  jets  inseparable  from  all  casting  operations,  was  broken  off,  and 
the  type,  was  then  rubbed  and  finished  by  hand.  In  recent  years 
there  have  been  developed  automatic  casting  machines  which  per¬ 
form  all  the  operations  of  casting  and  finishing,  delivering  perfect 
type  at  high  speed. 

Type  so  cast  is  laid  in  a  compositor’s  case,  the  arrangement  of 
divisions  of  which  is  determined  not  alphabetically  but  according  to 
the  frequency  with  which  letters  are  used.  The  compartment  for 
the  letter  e,  for  example,  is  large  and  conveniently  located,  while 
that  for  x  is  smaller  and  more  remote.  The  first  task  of  the  appren¬ 
tice  compositor,  therefore,  is  to  learn  the  “lay”  of  the  case. 

With  the  copy  before  him  and  a  case  of  type  of  the  desired  size 
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and  style  pulled  out  from  the  cabinet,  the  compositor  begins  to  pick 
up  one  by  one  the  letters  called  for  by  the  copy,  depositing  them  in 
his  stick,  a  holder  which  can  be  set  to  the  width  or  measure  of  the 
column  or  page  which  he  is  setting.  Each  line  being  set  upside 
down,  in  order  to  appear  correctly  when  printed,  it  is  necessary  that 
each  character  be  inverted  when  placed  in  the  stick.  To  aid  the  com¬ 
positor  in  positioning  it  correctly,  the  bottom  side  of  each  piece  of 
type  is  marked  with  a  groove  or  “nick.”  On  types  of  European 
manufacture  the  nick  is  on  the  top  side  of  each  character. 

As  the  letters  are  set,  the  compositor  drops  in  between  words  a 
“normal”  space,  usually  a  three-to-em  space,  called  by  printers  for 
short  a  “three-em”  space,  the  width  of  which  is  one-third  the  height 
of  the  types  being  used.  When  as  much  copy  as  will  come  within 
the  line  has  thus  been  set,  the  compositor  goes  back  over  the  line 
adding  thin  spaces  between  words  to  “justify”  the  line — that  is,  to 
make  its  length  come  out  to  the  exact  width  of  column  being  set. 
Less  frequently,  the  spacing  already  inserted  between  words  has  to 
be  reduced,  in  which  case  the  original  spaces  have  to  be  removed  and 
other  thinner  ones  substituted.  After  the  spacing  is  approximately 
correct,  the  compositor  feels  the  line  to  find  whether  it  is  sufficiently 
tight  so  that  the  individual  types  will  be  held  securely  in  place  when 
the  whole  page  is  locked  up  in  the  chase.  If  the  line  feels  at  all  loose, 
the  compositor  goes  over  it  again  inserting  exceedingly  thin  brass 
or  paper  “hair”  spaces,  in  order  to  make  the  line,  in  printer’s  par¬ 
lance,  “tight  to  lift.”  It  will  thus  be  seen  that  the  spacing  of  hand 
composition  is  done  by  the  trial-and-error  method,  though  a  skilful 
compositor  accomplishes  it  quite  deftly  and  quickly. 

Book  or  magazine  composition  is  first  set  in  “galleys,”  that  is,  in 
long  columns,  so  called  from  the  name  for  the  trays  on  which  the 
type  is  placed  and  stored.  A  first  proof,  drawn  from  the  newly  set 
type,  together  with  the  author’s  copy,  is  then  sent  to  the  proofreader. 
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A  “copyholder”  reads  aloud  the  original  copy,  indicating  all  para¬ 
graph  breaks,  punctuation,  italicization,  and  so  forth,  in  a  proof¬ 
room  jargon  almost  unintelligible  to  a  bystander,  while  the  reader 
follows  the  copy  in  proof.  This  enables  the  proofreader  not  only  to 
correct  obvious  errors  of  spelling  and  punctuation,  but  also  to  detect 
the  omission  of  words  or  sentences,  errors  in  dates,  wrong  forms  of 
proper  names,  and  so  forth.  The  errors  are  marked  on  the  margins 
I  of  the  proof  according  to  a  code  of  symbols,  and  the  proof  is  then 
returned  to  the  compositor  so  that  he  may  make  in  the  type  the 
changes  called  for  by  the  proofreader.  A  second  proof  is  then  drawn 
and  sent  to  the  proofreader,  who  compares  it  with  the  first  cor¬ 
rected  proof  to  check  whether  the  changes  called  for  have  been 
accurately  made.  After  this  checking,  the  revised  proof  goes  out  to 
the  author  for  reading. 

After  the  author  has  corrected  the  galley  proofs  and  all  desired 
changes  have  been  made,  the  type  is  ready  fpr  “make-up”  into  pages, 
i  At  this  point  page  headings  and  page  numbers  are  added,  and  when 
proof  next  goes  out  the  book  is  in  practically  final  form  for  printing. 

Setting  extensive  manuscripts  by  hand  is,  of  course,  a  very  slow 
land  laborious  process,  and  as  the  printing  industry  grew  in  extent 
and  importance  it  was  only  natural  that  efforts  should  be  made  to 
devise  a  means  of  setting  type  mechanically  at  greater  speed  and  less 
cost.  This  problem  intrigued  the  minds  of  many,  and  the  record  of 
experiments  in  the  field  of  typesetting  machinery  is  a  dizzy  one. 
The  failures  were  myriad.  All  efforts  to  take  the  foundry  type  used 
by  the  compositor  and  set  it  up  mechanically  came  to  naught.  Fi- 
i  nally,  however,  Ottmar  Mergenthaler  invented  a  machine  which,  by 
the  action  of  a  keyboard  somewhat  resembling  that  of  a  typewriter, 
|  assembled  not  type  but  matrices  and,  when  a  whole  line  was  set  and 
spaced,  cast  this  line  in  one  piece,  or  “slug,”  of  type  metal.  This 
machine,  which  was  first  put  into  practical  use  in  1886,  and  appro- 
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priately  christened  a  “linotype,”  gave  a  revolutionary  impetus  to  the 
printing  industry.  It  is  often  said  to  have  made  possible  the  modern 
newspaper.  As  with  all  new  inventions  of  importance  it  was  expected 
that  thousands  of  compositors  would  be  thrown  out  of  work.  But, 
again  as  usual,  the  industry  grew  so  fast  that  more  men  were  em¬ 
ployed  than  before.  The  text  of  this  book  is  linotype-set. 

The  next  practical  machine  devised  to  set  type  mechanically  was 
the  monotype,  the  invention  of  Tolbert  Lanston,  which  came  on 
the  market  soon  after  the  linotype.  The  monotype  comprises  two 
separate  units.  The  keyboard,  which  resembles  a  large  typewriter, 
is  actuated  by  compressed  air,  punching  in  a  strip  of  paper  a  succes¬ 
sion  of  holes  which  record  the  succession  of  letters  on  the  keys  struck 
by  the  operator.  The  operation  of  the  caster,  the  second  unit  of  the 
equipment,  is  directed  by  compressed  air  blowing  through  the  holes 
in  this  paper  ribbon.  The  letters  are  cast  one  type  at  a  time  and,  by 
mechanism  of  extraordinary  ingenuity,  are  spaced  out  in  lines  of 
uniform  width. 

The  third  equipment  of  importance  in  expediting  composition 
and  reducing  its  cost  is  one  of  comparatively  recent  development: 
the  Ludlow.  With  this  system  matrices  are  set  and  spaced  by  hand, 
in  a  special  stick,  and  the  line  cast  in  slug  form  by  an  exceedingly 
simple  method.  The  Ludlow  was  originally  devised  to  set  job  and 
advertising  display  composition,  one  of  its  principal  features  being 
easy  change  from  one  typeface  size  and  style  to  another,  but  it  can 
also  be  used  to  advantage  on  hand-set  book  composition  when 
meticulous  spacing  is  required.  The  title  page,  initials,  and  chapter 
headings  of  the  present  volume  are  Ludlow-set. 

With  all  three  mechanical  methods  of  composition,  one  great 
advantage  to  die  printer  is  unlimited  type  supply,  since  he  has 
matrices  rather  than  type.  Today  machine  composition  has  reached 
such  high  standards  of  quality  that  most  fine  books  are  now  set 
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mechanically.  The  book  set  by  hand  in  foundry  type  is  now  the  rare 
I  exception  rather  than  the  rule. 

When  a  book  has  been  set— either  by  hand  composition  or  by 
machine — and  made  up  into  pages,  it  is  now  ready  to  print  either 
directly  from  type  or  slugs  or  from  plates  made  from  them.  The  next 
process  is  “lockup,”  which  involves  the  placing  of  pages  in  the 
position  in  which  they  are  to  print,  filling  in  the  spaces  between  the 
j  pages  with  wood  or  metal  “furniture,”  and  locking  them  in  place  by 
I  the  use  of  “quoins” — wedge-shaped  units  which  are  drawn  together 
:!  by  the  rotary  motion  of  a  key  engaging  in  teeth  on  the  facing  sides 
of  two  quoins.  Pulling  the  angular  units  together  naturally  increases 
I  the  width  of  the  pair  and  thus  exerts  pressure  to  close  the  form  and 
hold  the  type  in  place. 

The  arrangement  of  the  pages  is  dependent  on  two  factors:  the 
1  margins  desired  on  the  four  sides  of  the  page  and  the  manner  in 
1  which  the  sheet  is  to  be  folded.  The  first  printers  printed  one  page 
of  a  folio  at  a  time,  but  they  soon  learned  to  print  at  the  same  time 
the  two  pages  of  a  folio  which  came  on  the  same  side  of  a  sheet. 
If  four  leaves  of  paper  were  each  folded  once  and  gathered  together 
to  make  a  quaternion,  or  what  we  should  call  a  “signature”  of 
sixteen  pages,  it  is  obvious  that  pages  1  and  16  would  fall  on  the 
same  side  of  one  sheet  and  could  thus  be  printed  together.  If  the 
book  were  of  quarto  format  and  the  gathering  were  to  be  made  up 
of  two  sheets  folded  twice,  making  again  sixteen  pages,  we  find  by 
actually  folding  two  such  sheets  and  numbering  the  pages,  that 
pages  1,  4,  13,  and  16  fall  on  the  same  side  of  one  sheet  and  can 
thus  be  printed  together.  Even  this  simple  combination  is  difficult 
to  work  out  without  actually  folding  the  paper,  and  the  problems 
of  “imposition”  (for  such  the  arrangement  of  pages  in  forms  is 
termed)  of  the  modern  printer  are  far  more  complicated.  Modern 
novels  are  commonly  printed  with  sixty-four  pages  in  one  form  on 
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one  side  of  a  sheet  and  sixty-four  pages  on  the  other  side.  A  book  of 
256  pages  would  therefore  be  printed  in  four  forms  on  only  two 
sheets  of  paper,  which  in  the  case  of  an  ordinary  novel  are  41  by  61 
inches  in  size. 

In  the  imposition  of  a  form  the  distance  between  pages  deter¬ 
mines  the  relative  proportions  of  the  margins,  but  the  general 
arrangement  of  the  pages  is  dependent  on  the  working  of  the  fold¬ 
ing  machine  on  which  the  printed  sheets  are  later  to  be  folded,  and 
they  must  be  properly  laid  for  printing  in  order  that  the  pages,  after 
the  sheet  is  folded,  shall  follow  one  another  in  the  proper  sequence. 

Properly  imposed  and  locked  up,  a  form  is  now  ready  to  print. 
The  earliest  form  of  hand  press  used  in  the  early  days  of  printing 
has  already  been  described.  The  pressure  of  a  screw  was  next  re¬ 
placed  by  pressure  through  a  toggle  joint  with  a  spring  to  return  the 
platen  to  its  original  position  after  the  pull  was  made.  The  invention 
of  the  power  press  and  its  development  historically  makes  a  fascinat¬ 
ing  story,  but  one  which  we  cannot  here  recount  in  detail. 

Suffice  it  to  say  that  today  most  book  printing  is  done  on  cylinder 
presses  which  are  known  technically  as  two-revolution  flat-bed 
presses.  The  type  form  is  placed  on  a  bed  which  travels  from  one  end 
of  the  press  to  the  other.  The  ink  is  carried  from  a  fountain  at  one 
end  of  the  press  through  a  series  of  distributing  rollers  onto  an  ink 
plate  which  travels  with  the  same  motion  as  the  type  form.  A  film 
of  the  ink  is  taken  from  the  ink  plate  by  the  form  rollers  as  it  passes 
under  them  and  immediately  thereafter  these  same  rollers  contact 
with  the  type  form,  leaving  on  the  type  face  an  even  film  of  ink. 

Above  this  reciprocating  bed  is  a  cylinder,  the  periphery  of 
which  revolves  at  exactly  the  same  speed  as  the  linear  travel  of  the 
bed.  As  the  bed  moves  toward  the  ink  fountain  end  of  the  press, 
the  axle  of  the  cylinder  is  slightly  raised  and  its  surface  does  not 
contact  with  the  type,  making  one  revolution  without  printing. 
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Meantime  a  sheet  of  paper  has  been  fed  to  guides  at  the  top  of  the 
cylinder,  and  half  a  revolution  before  the  bed  reverses  its  travel, 
grippers  on  the  cylinder  seize  the  edge  of  the  waiting  sheet  and  start 
to  carry  it  around  on  its  surface.  When  the  front  end  of  the  sheet 
reaches  the  bottom  of  the  cylinder,  which  has  now  returned  to  a 
position  of  contact  with  the  type  surface,  the  bed  has  started  to  travel 
in  the  other  direction,  and  the  paper  meets  the  inked  type  at  the 
point  of  impression.  As  the  cylinder  completes  this  revolution  the 
grippers  release  the  sheet,  which  is  carried  along  by  tapes  and 
dropped  on  a  delivery  board,  equipped  with  joggers  which  leave  the 
sheets  of  paper  in  an  even  pile. 

With  sheets  printed  on  cylinder  presses  the  next  process  is  fold¬ 
ing.  This  is  done  on  folding  machines,  the  most  common  type  being 
known  as  “drop  roll”  folders.  The  sheet  travels  into  the  folder  under 
the  control  of  tapes  and,  on  reaching  a  certain  point,  is  struck  by  a 
blade  at  the  point  where  the  first  fold  should  be  made  and  carried 
by  this  blade  in  between  two  knurled  rolls  which  engage  the  folded 
|  edge  and  carry  it  through  with  the  fold  creased  and  completed.  It  is 
then  carried  by  another  set  of  tapes  to  the  point  where  it  is  struck 
by  another  blade  and  the  process  repeated.  When  more  than  four 
!  successive  folds  are  required,  the  sheet  is  divided  in  the  folder  by  a 
slitting  roll  and  each  portion  folded  independently.  Another  type  of 
folding  machine  which  is  tapeless,  a  development  of  recent  years,  is 
useful  for  small  work  or  folds  of  unusual  character. 

With  the  sheets  in  folded  form  the  next  step  is  binding.  With 
pamphlets  or  magazines  the  signatures  are  commonly  fastened  to¬ 
gether  by  wire  staples  inserted  by  a  stitching  machine — with  signa¬ 
tures  placed  one  inside  the  other  and  “saddle  stitched”  through  the 
:  fold,  or  placed  one  on  top  of  the  other  in  sequence  and  “side  wired” 

:  through  all  of  them  a  short  distance  from  the  binding  edge.  The 
:  covers  can  then  be  pasted  on  or  included  in  the  stitching. 
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With  the  average  book,  however,  the  wiring  method  is  not  prac¬ 
tical.  Books  of  normal  size  are  folded  in  sixteen-  or  thirty-two-page 
signatures  and  then  gathered  in  sequence.  The  principle  of  hand¬ 
sewing  books  will  be  described  later.  There  are  today  machines  for 
sewing  book  signatures.  Schoolbooks  are  sometimes  sewed  on  tapes, 
but  the  signatures  of  the  average  trade  book  are  usually  held  together 
only  by  the  sewing  thread.  The  end  leaves,  half  of  which  paste  down 
on  the  inside  covers,  are  tipped  with  a  narrow  strip  of  paste  to  the 
first  and  last  signatures  of  the  book  before  they  are  sewed.  After 
sewing,  the  books  are  trimmed  to  the  desired  size  and  then  rounded 
and  backed.  This  process  gives  the  curvature  to  the  fore  edges  of  the 
book  and  makes  a  swell  at  the  back  which  helps  the  book  to  fit 
snugly  into  its  case.  To  the  rounded  back  of  the  books  is  then  pasted 
some  crash  and  paper  which  extend  beyond  the  back  on  each  side 
and  help  to  strengthen  the  binding. 

Meanwhile  the  cases  are  being  made.  Binders’  board,  a  composi¬ 
tion  made  of  fibrous  substances,  or  a  cheaper  substitute  known  as 
“chip  board,”  is  cut  to  the  right  size  for  the  sides.  Binders’  cloth, 
if  it  is  to  be  a  cloth-bound  book,  is  cut  to  the  appropriate  size  to 
cover  the  boards  and  paste  down  on  the  inside  edges.  This  process  is 
known  as  casemaking  and  it  may  be  done  by  hand  for  small  editions 
or  on  a  casemaking  machine  for  quantity  work.  For  board-bound 
books,  paper  instead  of  cloth  is  used  to  cover  the  boards. 

The  cover  design  is  preferably  engraved  on  brass  (as  is  the  cover 
of  this  volume)  and  the  brass  die  placed  in  a  stamping  press,  the 
head  of  which  is  heated  by  electricity  or  gas  flame  to  keep  the  brass 
hot.  Gold  leaf  or  some  other  kind  of  foil  is  either  laid  on  the  cover 
or  pulled  over  it  in  a  roll  form;  the  case  in  its  flat  state,  already 
sized,  is  fed  into  the  press  against  guides,  and  the  impression  ap¬ 
plied.  Where  the  hot  die  strikes  the  leaf  or  foil  the  latter  adheres  to 
the  cover  and  the  excess  material  is  rubbed  off.  Many  inexpensive 
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books  are  now  stamped  with  ink,  the  cases  being  printed  on  an  ordi¬ 
nary  platen  press  of  strong  construction,  with  a  heavy  ink. 

With  covers  stamped  the  final  process  is  casing-in.  This  is  done 
by  applying  paste  to  the  outside  of  the  sewed  book,  which  is  then 
inserted  into  the  case.  The  crash  and  paper  protruding  a  half-inch 
or  so  beyond  the  back  are  thus  pasted  to  both  the  boards  and  the 
:  end  papers,  and  hidden  by  the  latter,  which  neatly  line  the  innei 
j  sides  of  the  case.  The  cased-in  books  are  then  held  under  heavy  pres¬ 
sure,  overnight  or  longer,  until  the  paste  is  thoroughly  dried. 

Books  bound  this  way  in  quantity  are  technically  not  bound,  but 
:  cased.  In  unusual  instances,  when  signatures  are  sewed  on  tapes,  the 
ends  of  the  tapes  are  also  pasted  to  the  inside  of  the  case,  but  the 
j  strength  of  the  binding  does  not  exceed  the  strength  of  the  paste. 

Though  exigent  critics  may  for  this  reason  cavil  at  modern  edition 
!  bookbinding,  the  fact  is  that  the  average  book,  so  bound,  satis- 
I  factorily  fulfils  its  purpose.  It  is  only  when  books  so  bound  are  put 
I  to  extraordinary  use — as  in  the  circulation  department  of  a  public 
I  library — that  they  fail  to  measure  up  to  requirements.  On  the  other 
I  hand,  the  mechanical  methods  make  possible  the  production  of 
books  at  low  cost  and  so  increase  their  range  of  circulation  and  use¬ 
fulness.  According  to  the  law  of  compensation,  for  every  drawback 
there  is  an  advantage. 
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The  Art  of  Bookbinding 


SOME  form  of  covering  was  of  course  essential  for  texts  designed 
for  reading  as  well  as  for  preservation.  The  character  of  such  a 
covering,  which  would  permit  convenient  use  and  at  the  same 
time  provide  protection  of  contents,  was  naturally  enough  deter¬ 
mined  in  large  degree  by  the  form  of  the  book.  Assyrian  clay  tablets 
of  the  eighth  century  b.  c.  were  thus  enclosed  in  clay  “envelopes” 
stamped  with  a  short  title.  The  papyrus  rolls  of  ancient  Egypt  were 
housed  in  wooden  cases. 

At  Pompeii  were  found  “diptychs,”  which  consisted  of  two 
wooden  leaves  bound  together  at  one  side  by  leather  thongs  which 
served  as  hinges — in  other  words,  in  the  form  of  a  double  photo¬ 
graph  frame  made  for  traveling.  The  facing  sides  were  hollowed  out 
and  filled  with  wax,  on  which  the  text  was  scratched  with  a  stylus. 
One  such  diptych,  recording  a  financial  transaction,  is  dated  a.  d. 
55,  and  is  the  oldest  existing  Latin  manuscript.  During  the  next  few 
centuries,  some  extremely  handsome  diptychs  for  presentation  to 
personages  of  importance  were  made  of  ivory  and  elaborately  carved. 

The  usual  form  of  writing  a  papyrus,  in  columns  with  the 
writing  itself  parallel  to  the  length  of  the  roll,  made  it  possible  to 
fold  it  accordion  fashion,  with  the  folds  coming  in  the  spaces  be¬ 
tween  the  columns.  Since  the  reverse  side  of  the  roll  was  blank,  this 
method  brought  blank  sides  of  the  resulting  pages  facing  each 
other,  and  written  sides  facing  each  other,  presenting  an  ensemble 
much  resembling  a  modern  book.  When  we  paste  the  blank  sides 
together  or  pierce  the  book  at  one  side  and  fasten  it  together  with 
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ties,  the  resemblance  becomes  even  more  marked.  Books  are  still 
bound  in  this  way  in  China  and  Japan. 

With  the  coming  of  paper  and  parchment,  the  book  made  up  of 
I  folded  sheets  became  more  logical,  and  we  find  this  type  of  book 
j  from  the  fifth  century  on.  The  sheets  were  folded  once,  and  four 
i  or  more  of  these  folded  sheets  were  arranged  inside  of  one  another 
!  so  as  to  make  what  is  known  as  a  gathering  or  quire.  A  stitch 
through  the  fold  would  thus  hold  all  the  sheets.  When  the  practice 
arose  of  sewing  a  number  of  these  gatherings,  with  the  threads 
|  passed  around  two  or  more  thongs  of  leather  at  the  back  of  the 
I  book,  the  essentials  of  modern  binding  came  into  being. 

These  thongs  at  the  back  needed  protection,  and  the  first  move 
was  to  paste  over  them  a  covering  of  leather.  But  the  vellum  leaves 
would  then  tend  to  curl  and,  in  use,  the  pages  would  become  worn 
at  the  corners.  The  obvious  remedy  was  to  apply  thin  wooden  boards 
front  and  back,  and  by  lacing  into  them  the  protruding  ends  of  the 
!  thongs  on  which  the  book  was  sewed,  a  hinged  joint  was  con- 
1  veniently  obtained. 

The  rough  leather  then  pasted  onto  the  back  came  a  few  inches 
i  over  on  the  boards  in  order  to  give  a  neat  finish.  The  next  step  was 
i  to  extend  this  leather  to  cover  the  whole  area  of  the  boards.  On 
I  books  of  value,  beautifully  written  and  illuminated,  it  was  only 
:  natural  to  decorate  the  leather-covered  sides  of  the  binding. 

In  the  tenth  century,  Suidas  gives  us  confirmation  in  picturesque 
form  of  the  use  of  leather  in  the  bindings  of  books.  He  tells  us  that 
the  Golden  Fleece,  which  was  the  object  of  search  by  Jason  and  the 
Argonauts,  was  really  a  book  bound  in  sheepskin  which  taught 
the  art  of  making  gold.  There  is  a  still  earlier  reference  (a.  d.  450) 
to  large  square  books  of  the  Byzantine  emperor’s  instructions,  bound 
in  red,  blue,  or  yellow  leather,  bearing  on  their  covers  a  gilt  or 
painted  portrait  of  the  emperor. 
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The  earliest  form  of  embellishment  of  bindings  invoked  the  art 
of  the  goldsmith  and  jeweler.  Bindings  covered  with  gold,  silver, 
and  precious  stones  were  probably  Byzantine  in  origin  but  were 
introduced  farther  westward  earlier  than  the  sixth  century.  Seneca 
and  other  Roman  philosophers  criticized  the  extravagant  ornamenta¬ 
tion  of  books.  In  this  connection  may  be  recalled  the  plaint  of  St. 
Jerome:  “Your  books  are  covered  with  precious  stones,  and  Christ 
dies  naked  before  the  door  of  His  temple.” 

The  oldest  binding  now  extant  is  on  a  copy  of  the  Scriptures  in 
Greek  bound  in  two  plates  of  gold  bearing  a  cross  set  with  precious 
stones  and  cameos,  which  was  given  by  the  queen  of  the  Lombards 
to  the  basilica  of  St.  John  the  Baptist  at  Monza  at  the  end  of  the 
sixth  century.  A  binding  of  the  seventh  century,  of  boards  covered 
with  velvet  and  embellished  with  silver,  is  preserved  in  the  Lauren- 
tian  Library  at  Florence.  Carved  ivory  and  enamels  were  also  used 
in  the  fabrication  of  elaborate  bindings. 

It  will  be  recalled  that  there  was  a  brilliant  school  of  manuscript 
writing  and  illumination  in  Ireland  in  the  fifth,  sixth,  and  seventh 
centuries  (see  page  80).  Most  of  the  bindings  of  this  period  were, 
however,  quite  plain,  for  the  ecclesiastics  using  the  books  had  to 
travel  in  sparsely  settled  territory,  and  it  was  needful  for  the  books 
to  be  light  in  weight  and  to  lack  obvious  attraction  for  bandits.  For 
books  which  were  presented  to  churches,  however,  richly  decorated 
“book  shrines”  were  provided. 

Though  most  of  the  Irish  bindings  were  plain,  some  elaborate 
work  was  done.  Dagaeus,  a  monk  of  the  sixth  century,  is  reported  to 
have  been  adept  with  both  leather  and  metal.  The  Molaise  Gospels 
of  the  eleventh  century  were  bound  in  bronze  plates  with  silver  and 
gold  ornaments  riveted  on. 

In  England  the  monastic  organizations  became  interested  in 
bookbinding,  the  finest  work  being  done  at  Durham  and  Winches- 
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ter.  As  a  matter  of  fact,  in  the  thirteenth  century  the  English  binders 
gained  supremacy  over  their  Continental  confreres. 

The  earliest  decoration  of  leather  bindings,  without  the  aid  of 
jeweler  or  goldsmith,  was  by  means  of  points  and  lines  impressed 
into  the  leather.  The  next  development,  which  took  place  in  the 
twelfth  century,  consisted  in  stamping  leather  bindings  with  heated 
metal  dies,  which  left  relief  impressions  on  the  book  covers.  This 
new  technique  appeared  full-blown,  rather  suddenly,  and  after  use 
for  a  period  of  about  fifty  years  between  1140  and  1190  practically 
disappeared.  On  the  Durham  Bible  no  less  than  fifty-one  different 
stamps  were  used,  showing  that  binding  was  far  from  being  an 
amateur  operation.  Evidence  points  to  the  probability  that  these 
stamped  bindings  were  produced  in  one  or  two  monastic  binderies. 

Most  of  these  metal  stamps  or  tools  were  cut  in  intaglio  so  that 
impressions  from  them  gave  a  cameo  effect.  With  a  limited  number 
of  these  tools  it  is  apparent  that  a  wide  variety  of  combinations  and 
arrangements  could  be  achieved.  Incidentally,  such  tools,  though 
now  in  relief  rather  than  intaglio,  constitute  the  equipment  of  the 
fine  binder  of  today.  These  punches  had  still  another  great  advan¬ 
tage  in  that  they  could  be  stamped  hot,  making  a  deeper  impression, 
changing  slightly  the  color  of  the  leather,  and  giving,  all  in  all,  a 
more  effective  result. 

During  the  thirteenth  and  fourteenth  centuries  practically  no 
stamped  bindings  seem  to  have  been  produced,  but  at  the  start  of 
the  fifteenth  century  there  was  a  revival  of  such  work,  traceable  to 
the  revival  of  piety  and  activity  on  the  part  of  the  clergy  and  the 
monastic  orders,  already  referred  to  in  Chapter  IX.  Many  of  the 
houses  of  the  two  orders  founded  by  Gerard  Groot,  the  Brothers  of 
the  Common  Life  and  the  Windesheim  Congregation,  maintained 
binderies.  We  have  highly  satisfactory  evidence  to  this  effect  in  the 
identification  of  binders’  marks  of  ten  Windesheim  priories. 
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Manuscripts  were  costly,  and  it  had  been  thought  appropriate 
to  enshrine  them  in  costly  bindings.  But  with  the  invention  of  print¬ 
ing  at  the  midpoint  of  the  fifteenth  century,  a  new  situation  con¬ 
fronted  the  binders.  Books  were  produced  in  quantity.  Some  were 
of  course  handsome  and  important  and  demanded  a  fine  dress,  but 
many  were  cheap  and  of  small  importance  comparatively  and  re¬ 
quired  only  the  most  utilitarian  form  of  binding.  The  ordinary  run 
of  books  were  thus  bound  quite  simply  in  leather  and,  if  decorated 
at  all,  stamped  in  blind. 

The  fifteenth-century  bindings  were  of  strong  leather,  usually 
calf  or  pigskin,  over  wooden  boards.  The  decoration  consisted  first 
of  ruled  lines  breaking  up  the  area  of  the  cover  into  compartments, 
which  were  then  decorated  by  stamps  repeatedly  impressed  into  the 
leather.  Characteristic  styles  of  cover  decoration  grew  up  in  the  vari¬ 
ous  regions  in  which  such  work  flourished,  as  in  the  neighborhood 
of  Erfurt,  Augsburg,  Nuremberg,  Vienna,  and  Paris.  Many  stamped 
bindings,  fortunately  for  the  student  of  book  history,  are  signed  by 
the  craftsmen  who  made  them. 

One  of  the  most  interesting  of  stamped  bindings,  reported  upon 
by  Goldschmidt,  is  found  on  a  manuscript  Epistolae  of  St.  Augus¬ 
tine  written  and  bound  in  *1410,  fin  sheepskin  dyed  red,  at  the 
Benedictine  monastery  of  St.  Justine  at  Padua,  Italy.  It  is  the  earliest 
known  monastic  binding  with  a  note  of  its  origin  clearly  stamped 
upon  it.  This  was  the  first  of  the  monasteries  to  take  on  a  new  lease 
of  piety  and  activity,  under  the  inspired  leadership  of  Ludovico 
Barbo,  who  became  its  abbot  one  year  before  the  production  of  this 
particular  volume. 

A  further  development  of  the  stamp  idea,  made  necessary  by  the 
increasing  production  of  printed  books  during  the  last  half  of  the 
fifteenth  century,  was  the  engraving  in  metal  of  panel  dies  with 
which  the  sides  of  books  might  be  impressed  with  a  design  of  con- 
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siderable  size,  in  a  single  operation.  The  book  covers  were  wet,  and 
the  dies  were  tied  onto  the  front  and  back  of  the  book,  which  was 
then  subjected  to  pressure  in  a  screw  press.  The  images  thus  im¬ 
pressed  into  the  leather  became  permanent  when  the  covers  dried. 

These  paneled  bindings  were  produced  almost  exclusively  in  the 
Netherlands,  France,  and  the  Lower  Rhine  district  of  Germany. 
Those  of  Flemish  origin  are  particularly  delicate  and  charming, 
figures  of  saints  being  frequently  chosen  as  subjects.  Some  of  the 
French  panels  made  use  of  acorns  or  other  decorative  elements. 

The  Italian  equivalent  for  these  panel  stamps  was  the  cameo, 
which  was  impressed  on  the  binding  with  casts  from  antique  coins 
or  medals  or  cut  specially  for  the  purpose  in  hand.  Heads  of  classical 
characters  or  other  portraits  were  the  usual  subjects. 

The  highest  manifestation  of  the  medieval  bookbinder’s  art, 
however,  was  in  the  cuir-cisele  bindings,  each  of  which  represented 
i  an  independent  artistic  production.  The  design  was  first  outlined 
i  with  a  pointed  tool  on  the  dampened  book  cover  and  then  deepened. 
The  subject  was  brought  into  relief  by  depressing  the  background, 
usually  by  stamping  a  succession  of  dots,  very  close  together,  into 
the  leather  with  a  pointed  tool.  Certain  parts  of  the  design  were 
sometimes  embossed  from  the  back. 

This  method  of  decorating  bookbindings,  in  spite  of  the  beauty 
of  the  results,  was  in  use  only  during  the  fifteenth  century  and  only 
in  certain  localities,  principally  in  southeastern  Germany  and  in 
Spain.  No  English  or  Flemish  and  practically  no  Italian  bindings 
of  this  character  are  known.  The  finest  cuir-cisele  bindings  known 
have  recently  been  identified  as  the  work  of  Mair  Jaffe,  a  Jewish 
artist-binder  of  Nuremberg. 

The  next  forward  step  in  the  decoration  of  bookbindings  was 
an  epochal  one:  the  introduction  of  gold  tooling.  In  this  process,  an 
adhesive  size  is  first  applied  to  the  leather,  and  then  sheets  of  gold 
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leaf  beaten  exceedingly  thin  are  laid  down  upon  it.  The  heated 
tools  are  next  pressed  down  where  it  is  desired  to  have  the  decora¬ 
tion  appear,  and  wherever  the  heat  and  pressure  are  applied,  the 
gold  leaf  adheres  to  the  leather,  the  excess  gold  not  so  impressed 
being  afterwards  rubbed  off.  When  properly  applied  by  this  method, 
the  affinity  of  gold  for  the  leather  is  remarkable.  Once  on,  it  will 
practically  never  come  off. 

Oriental  binders  working  at  Venice  in  the  fifteenth  century  had 
produced  bindings  with  gilt  decoration,  but  these  were  made  in  an 
entirely  different  way.  The  designs  were  impressed  in  blind  or  cut 
out  of  the  top  layer  of  a  two-ply  board,  and  the  recesses  were  then 
colored  with  a  liquid  gold  paint.  This  method  has,  of  course,  no 
relationship  to  gold  tooling  with  hot  stamps. 

Matthias  Corvinus,  from  1458  to  1490  king  of  Hungary,  was  a 
bibliophile  of  truly  noble  stature.  He  had  in  his  service  scribes  to 
write  manuscript  books,  distinguished  miniature  painters  to  illumi¬ 
nate  them,  and  binders  to  put  them  into  handsome  covers.  These 
artists,  probably  all  Italians,  produced  for  the  royal  collector  some 
of  the  finest  manuscript  books,  which  he  preferred  to  volumes  pro¬ 
duced  by  printing.  Some  of  the  bindings,  of  morocco  leather  or 
velvet,  were  decorated  with  gold  tooling,  in  addition  to  inlays  of 
varicolored  leathers,  cameos  and  precious  stones. 

The  relations  of  Corvinus  with  Italy  were  close;  in  1476  he 
married  the  daughter  of  the  king  of  Naples.  We  find  a  clue  to  the 
early  use  of  gold  tooling  in  a  document  of  1480,  from  Naples,  re¬ 
cording  payment  to  Baldassare  Scariglia  for  binding  seven  volumes 
in  Cordovan  leather  “decorated  with  borders  of  foliage  and  flowers, 
tooled  in  gold  (impressi  in  oro)  and  enameled  in  blue.”  This  refer¬ 
ence  is  quite  specific  and  constitutes  the  earliest  clear  record  of  gold- 
tooled  binding.  Goldschmidt  considers  it  “fairly  established”  that 
the  binders  who  taught  and  practiced  the  art  of  gold  tooling  in  the 
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i  palace  of  Corvinus  at  Buda  came  from  Naples.  A  number  of  gold- 
i  tooled  bindings  executed  at  Naples  prior  to  1490  are  also  extant. 

The  origin  of  gold  tooling  at  Venice,  where  much  binding  in  the 
Oriental  style  was  being  done,  presents  some  rather  complicated 
|  questions.  Some  bindings  executed  between  1480  and  1488  for 
Peter  Uglheimer,  partner  of  Jenson  and  organizer  of  the  important 
I  Venetian  publishing  firm  of  “J°-  de  Colonia,  Nic.  Jenson  et  socii,” 

1  have  their  main  decoration  done  in  the  brush  technique  on  a  blind 
1  outline,  but  with  borders  around  the  edge  stamped  in  gold  leaf. 
Other  Venetian  bindings  showing  a  similar  dual  technique  are 
;  known.  All  are  apparently  from  the  same  bindery,  which  used  as  its 
|  mark  a  small  scallop  shell. 

The  commonly  accepted  view  that  Aldus  Manutius,  the  Vene¬ 
tian  printer,  first  introduced  the  gold  tooling  of  bindings  appears, 
in  the  light  of  recent  research,  to  be  nothing  more  than  legend. 

1  Whence  the  art  came  to  Naples  and  Venice  is  not  known,  but  the 
most  likely  hypothesis  seems  to  be  that  it  was  an  invention  of  the 
1  Moorish  leather  workers  at  Cordova. 

Gold  tooling  next  made  its  appearance  in  France,  the  earliest 
bindings  in  this  technique  appearing  soon  after  the  return  of  Charles 
1  VIII  from  the  conquest  of  Naples.  While  the  early  work  was  not 
distinguished,  the  Parisian  gold  toolers,  or  doreurs  sur  cuir,  were 
soon  doing  the  finest  work  in  Europe. 

It  is  now  clearly  established  that  the  finely  gold-tooled  bindings 
executed  for  Jean  Grolier  and  contemporary  bibliophiles  were  all 
done  in  Paris,  about  1535  and  later.  Because  of  the  fact  that  Grolier 
was  treasurer  of  the  French  duchy  of  Milan  for  certain  years  be¬ 
tween  1499  and  1521,  and  because  he  was  a  close  friend  of  Aldus 
who  dedicated  some  books  to  him,  it  had  been  concluded  that 
Grolier’s  finely  bound  Aldines  were  executed  in  Venice  at  the  Aldine 
bindery.  Critical  study  has  shown  this  widely  accepted  theory  to  be 
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without  foundation.  Watermarks  in  the  end  papers,  dates  in  the 
books  themselves,  and  other  evidences  of  like  character  have  con¬ 
tributed  to  the  revised  conclusion. 

Recent  research  has  also  disclosed  the  identity  of  “Maioli,”  a 
bibliophile  whose  name  is  often  associated  with  Grolier’s,  as  Thomas 
Mahieu,  secretary  of  Catherine  de’  Medici.  Grolier  had  stamped  on 
his  books  “Io.  Grolierii  et  amicorum”  (belonging  to  Jean  Grolier 
and  his  friends),  and  Mahieu  made  use  of  a  like  statement  of  com¬ 
munal  ownership. 

The  earlier  bindings  executed  for  Grolier  were  decorated  with 
solid  leaf  tools  and  simple  geometrical  interlacings,  while  the  later 
ones  showed  the  use  of  shaded  or  azured  leaves  and  interlaced 
strapwork,  the  latter  often  in  color. 

During  this  period  a  binder  often  sewed  the  book  and  encased  it 
in  a  leather  cover,  which  was  then  decorated  by  another  artist  who 
specialized  in  gold  tooling.  The  finest  Parisian  doreurs  sur  cuir 
were  far  more  than  craftsmen.  They  worked  with  comparatively 
few  and  simple  tools,  but  accomplished  with  them  bindings  of  a 
high  degree  of  personal  artistry,  comparable  in  virtuosity  to  the 
German  cuir-cisele  bindings  already  mentioned. 

From  this  point  on,  we  can  only  touch  briefly  on  the  work  of 
several  of  the  most  important  binders,  who  have  left  a  definite  im¬ 
press  on  binding  style.  Nicholas  Eve  was  at  work  in  France  late  in 
the  sixteenth  century.  The  bindings  done  under  his  supervision  are 
characterized  by  the  use  of  allover  or  diaper  patterns  of  small  units, 
such  as  fleurs-de-lis,  tears,  or  two  lambdas  (representing  the  initials 
of  Louise  de  Lorraine,  wife  of  Henri  III).  His  name  is  also  associated 
with  the  so-called  “fanfare”  style,  in  which  the  space  was  broken 
up  into  geometric  compartments  which  were  filled  in  with  shaded 
or  azured  tools  of  a  floral  character. 

Clovis  Eve  followed  in  the  post  of  “binder  to  the  King”  after 
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the  decease  of  his  brother  Nicholas,  but  there  is  little  specific 
evidence  regarding  bindings  which  he  executed. 

Our  next  figure  of  note  is  a  mysterious  personage — Le  Gascon. 
There  has  been  some  question  as  to  whether  such  a  person  ever 
existed,  but  Thoinan  has  proved,  by  documentary  evidence,  that 
such  a  binder  and  gilder  was  at  work  in  Paris  in  the  second  quarter 
of  the  seventeenth  century  and  that  his  work  was  well  regarded. 
At  any  rate,  a  very  definite  style  of  binding  is  named  for  him — a 
style  in  which  the  lines  of  the  decoration  are  broken  up  into  a  suc- 
:  cession  of  fine  dots.  In  fact,  all  the  elements  are  rendered  as  fine 
dots  rather  than  solids,  by  the  use  of  what  are  known  to  binders  as 
“pinhead”  tools.  This  made  for  a  style  of  great  delicacy. 

Antoine  Michel  Padeloup,  referred  to  as  Padeloup  le  jeune,  was 
the  most  renowned  member  of  a  large  family  of  binders.  He  worked 
i  in  Paris  during  the  early  part  of  the  eighteenth  century,  his  style 
being  characterized  by  lace-pattern  borders  of  great  luxuriance. 

Nicholas  Denis  Derome  was  the  most  brilliant  of  another  large 
family  of  binders  which  contributed  to  the  art  no  less  than  eighteen 
!  members  by  the  name  of  Derome.  Many  of  Derome’s  bindings  re¬ 
semble  Padeloup’s,  and  it  is  possible  that  he  may  have  taken  over 
the  business  and  the  tools  of  the  latter.  Derome  is  best  known,  how¬ 
ever,  for  his  dentelle  borders — borders  with  salients  toward  the 
center.  In  these  he  introduced  a  small  bird  with  outstretched  wings. 
He  also  drew  on  the  grammar  of  ornament  of  other  crafts  for  other 
dentelle  designs 

The  first  name  known  in  English  fine  binding  is  that  of  Thomas 
Berthelet,  a  Frenchman,  bookseller  and  “printer  to  the  King”  from 
I53°  t0  x555*  He  is  known  to  have  supplied  bindings  “bounde  after 
the  Venecian  fascion”  and  in  other  styles,  but  it  is  not  known  that 
he  was  personally  a  craftsman  or  artist  in  the  bookbinding  field. 
Samuel  Mearne,  who  became  bookbinder  to  the  king  in  1660,  has 


THE  ART  OF  BOOKBINDING 


544 

been  regarded  as  outstanding  in  the  English  record  of  fine  book¬ 
making,  but  it  has  recently  been  proved  that  the  finest  gold-tooled 
“Mearne”  bindings  were  executed  by  a  Dutch  artist  named  Sucker- 
man.  These  bindings  are  associated  with  the  “cottage  pattern,’’  so 
called  because  of  the  pentlike  arrangement  of  lines  at  top,  bottom, 
and  sides.  Sprays  and  branches,  combined  with  lacework,  fill  in  the 
spaces,  or  small  tools  are  used  in  fan  ornament.  Though  the  crafts¬ 
manship  leaves  something  to  be  desired,  many  English  bindings  of 
this  type  have  much  charm. 

It  is  of  interest  to  observe  that  gold-tooled  bindings  were  exe¬ 
cuted  at  Cracow,  Poland,  both  before  and  after  1500. 

Gold  tooling,  mirabile  dictu,  did  not  come  into  use  in  Germany 
until  about  1540,  and  little  distinguished  binding  was  done  in  that 
country  until  recent  years,  when  some  of  the  book  artists  have  pro¬ 
duced  excellent  bindings  of  modern,  rather  than  traditional  design. 

Only  recently  have  the  facts  regarding  early  American  book¬ 
binding  been  firmly  established.  John  Sanders,  bookbinder,  took  the 
freeman’s  oath  in  Boston  in  1636,  three  years  before  any  printing 
is  known  to  have  been  done  in  Massachusetts.  It  seems  likely  that 
he  may  have  bound  copies  of  the  Bay  Psalm  Book  printed  in  1640 
and  other  works  issued  by  the  early  Cambridge  press.  All  the  earliest 
bindings  we  know  are  of  plain  leather,  without  ornamentation  or 
gold  tooling  of  any  description. 

John  Ratcliff  came  to  America  about  1661-1663,  f°r  the  purpose 
of  binding  the  Eliot  Indian  Bible,  and  we  find  him  complaining  in 
1664  about  the  small  pay  he  received  for  this  work.  He  appears  to 
have  returned  to  England  about  1682.  In  addition  to  his  work  in 
binding  the  Bibles,  he  is  known,  by  documentary  record  in  the  book 
itself,  to  have  bound  in  1677  Samuel  Sewall’s  Commonplace  Boo{ , 
which  was  stamped  with  tools,  but  without  gold  leaf.  With  some  of 
the  same  tools  Ratcliff  stamped  in  gold  a  crudely  bound  and  deco- 
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rated  volume  of  A  Call  from  Heaven ,  by  Increase  Mather,  1679. 
Another  gold-tooled  binding  ascribed  to  Ratcliff  covers  a  copy  of 
the  Psalms  printed  at  Cambridge  in  1651  but  probably  bound  later. 

Another  early  New  England  binder  was  Edmund  Ranger,  who 
was  admitted  a  freeman  of  Boston  in  1671.  He  continued  his  busi¬ 
ness  as  publisher,  bookseller,  and  bookbinder  until  his  death  in 
;  1705.  He  probably  executed  numerous  plain  bindings.  At  present 
writing  the  earliest  gold-tooled  bindings  ascribed  to  him  are  on  two 
different  copies  of  Practical  Truths ,  by  Increase  Mather,  Boston, 
1  1682,  the  bindings'being  thought  to  be  approximately  contemporary 
with  the  printing.  It  seems  probable  that  Ranger  acquired  Ratcliff’s 
tools  when  the  latter  sailed  back  to  his  native  shores. 

Collectors  of  modern  first  editions  are  not  interested,  however,  in 
copies  which  have  been  rebound  by  the  fine  binder;  they  seek  rather 
:  the  book  in  the  exact  and  unaltered  form  in  which  it  originally  ap¬ 
peared.  For  nineteenth-century  titles  this  often  requires  the  work  to 
be  in  parts,  with  paper  wrappers,  or  in  original  paper  boards.  The 
rarest  items  are  today  enclosed  in  handsome  slipcases  by  the  dis- 
;  criminating  collector,  rather  than  rebound. 

At  the  end  of  the  first  quarter  of  the  nineteenth  century,  how¬ 
ever,  a  new  form  of  clothing  books  at  the  time  of  their  original 
appearance  came  into  being — the  now  universal  publishers’  binding 
in  cloth.  Only  recently  has  the  origin  and  history  of  cloth  binding, 
now  so  important  a  factor  in  the  bookmaking  industry,  been  ade¬ 
quately  investigated.  The  question  has  lately  been  studied  by  Michael 
Sadleir  and  by  John  Carter,  two  competent  English  bibliographers. 
Credit  for  introducing  the  new  style  of  cloth  binding  goes  to  Wil¬ 
liam  Pickering,  who  first  made  use  of  it  on  volumes  of  his  Oxford 
Classics  in  or  about  the  year  1825.  The  first  material  used  was  calico, 
which  was  later  sized  to  stiffen  and  glaze  it.  However,  it  took  a 
good  many  years  for  cloth  binding  to  win  popular  favor,  the  idea 
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that  all  books  were  ultimately  to  be  bound  in  leather  holding  on 
with  remarkable  tenacity. 

Having  briefly  traced  the  historical  development  of  the  art  of 
bookbinding,  we  may  now  consider  some  of  the  present-day  aspects. 
The  stronghold  of  “fine  binding”  today  is  in  England.  In  that  coun¬ 
try  are  located  several  establishments  with  a  complement  of  con¬ 
scientiously  trained  craftsmen,  and  a  labor  cost  infinitely  less  than 
for  similar  work  done  in  the  United  States.  There  are,  however,  in 
New  York  and  Chicago  several  shops  operating  with  London- 
trained  finishers  whose  work  is  of  high  standard  but  whose  costs 
are  necessarily  high. 

The  fine  binders  of  today  work  in  the  same  manner  as  their 
predecessors  for  centuries  back.  The  signatures  are  sewed  on  cords, 
and  these  cords  are  interlaced  into  the  boards  (now  made  of  com¬ 
position)  which,  in  the  next  step,  are  covered  with  leather.  A  flexible 
back  is  greatly  to  be  desired  so  that  a  book  will  open  easily  and  lie 
flat  and  close  easily  and  stay  closed.  It  is  a  rule  of  informed  binders 
to  trim  the  books  they  handle  just  as  little  as  possible,  in  books 
printed  on  deckle-edge  paper  confining  this  trim  to  the  top  only, 
which  is  then  frequently  gilded.  Many  binders  in  ages  past  have 
mangled  books  in  a  distressing  way  by  cutting  down  their  margins 
so  radically  that  there  were  almost  no  margins  left.  When  a  book 
already  severely  cropped  is  to  be  rebound,  the  fine  binder  “rough 
gilds”  the  edges  before  he  starts  his  work  so  that  he  may  avoid  the 
necessity  of  further  cropping. 

The  sewing,  gilding  of  edges,  covering,  and  so  forth,  are  known 
as  “forwarding”;  the  decoration  of  the  cover  as  “finishing.”  The 
design  is  first  made  up  on  paper  with  inked  impressions  of  the  tools, 
and  when  the  arrangement  has  been  worked  out  to  satisfaction,  it  is 
transferred  to  the  leather  by  light  impressions  through  the  paper  pat¬ 
tern  onto  the  leather,  which  has  previously  been  dampened  to  soften 
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!  it.  The  portions  of  the  cover  thus  lightly  impressed  are  then  sized 
and  the  gold  leaf  is  laid.  This  is  so  thin  that  the  impressions  show 
I  through  clearly.  The  finisher,  thus  having  a  guide  for  his  work, 
i  makes  a  second  and  more  vigorous  impression  with  his  hot  tools, 
which  causes  the  gold  to  adhere  to  the  leather,  and  the  book  is  now 
ready  for  delivery  to  an  expectant  collector. 

Almost  all  binding  in  England  and  the  United  States  is  wholly 
traditional  in  character,  and  there  is  in  evidence  practically  no  in- 
1  ventiveness  in  design.  Books  are  executed  in  the  style  of  one  or 
i  another  of  the  masters  whose  work  has  been  discussed,  and  their 
merit  appears  to  hinge  on  how  faithfully  those  styles  are  reproduced. 

Toward  the  end  of  the  nineteenth  century,  a  great  service  to  the 
cause  of  bookbinding  was  rendered  by  T.  }.  Cobden-Sanderson — a 
disciple  of  William  Morris.  This  remarkable  man,  who  gave  up  a 
career  in  the  legal  profession  to  become  a  bookbinder  through 
;  choice,  made  fruitful  contributions  to  the  art,  particularly  in  intro¬ 
ducing  new  forms  of  design  and  in  freeing  the  binders  from  a  too 
i  servile  allegiance  to  the  classical  styles.  His  motifs  of  decoration, 
while  still  within  the  bounds  of  conventionalism,  were  much  more 
naturalistic  than  the  tools  which  had  been  used  by  his  predecessors. 
His  pupil,  Douglas  Cockerell,  writes:  “Before  his  time  there  had 
been  few  attempts  to  combine  tools  to  form  organic  patterns.  Mr. 
Cobden-Sanderson’ s  tools  were  very  elementary  in  character,  each 
flower,  leaf  or  bird  being  the  impression  of  a  separate  tool.  These 
impressions  were  combined  in  such  a  way  as  to  give  a  sense  of 
growth,  and  yet  in  no  way  overlapped  the  traditional  limitations  and 
conventions  of  the  craft.  Mr.  Cobden-Sanderson  got  his  results  by 
sheer  genius  in  the  right  use  of  simple  elements.” 

There  is  an  entertaining  story  told  of  Cobden-Sanderson’s  re¬ 
joinder  to  a  lady  client  who  came  to  protest  a  charge  of  six  pounds 
for  binding  a  book  on  which,  as  she  pointed  out,  there  was  little 
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gold  tooling.  “Madam,”  replied  the  master  binder,  “I  charge  as 
much  for  my  restraint  as  for  my  elaboration.” 

The  main  present  source  of  original  ideas  in  bookbinding  design 
— as  in  book-printing  design — is  on  the  Continent.  European  artists 
are  binding  books  with  entire  freedom  from  the  restrictions  of  tradi¬ 
tion,  and  they  are  being  followed  by  a  few  on  this  side  of  the  ocean 
who  are  interested  in  the  modern  movement.  Many  of  the  results 
are  weird,  but  many  of  the  designs  show  much  promise.  From  this 
free  experimentation,  there  is  bound  to  result  much  good.  As  in  all 
fields,  the  best  course  will  be  found  in  a  synthesis  of  the  best  elements 
in  the  old  leavened  by  the  best  elements  in  the  new. 


XXXIX 


The  Printing  of  Illustrations 


DURING  the  eighteenth  century  wood  engraving  increased 
i  in  volume,  because  of  improvements  in  printing  and  paper¬ 
making  which  made  possible  the  production  of  more  and 
more  books  and  magazines,  and  also  because  of  a  growing  popular 
demand  for  pictures — the  end  of  which  demand  is  not  yet  in  sight. 
But  as  the  volume  of  engraving  rose,  the  quality  of  the  work  fell. 
Wood  engraving  became  a  trade  rather  than  an  art.  No  longer  did 
creative  artists  cut  their  own  designs  on  wood.  Instead,  a  group  of 
artisans  reproduced  their  drawings  and  paintings  on  wood  blocks, 
with  a  widely  varying  degree  of  skill. 

The  decline  of  the  art  of  wood  engraving  was  sharply  arrested, 
however,  in  the  later  years  of  the  eighteenth  century  by  an  original 
genius  in  the  person  of  Thomas  Bewick.  At  the  age  of  fourteen, 
Bewick  was  apprenticed  to  a  copperplate  engraver  at  Newcastle, 
England.  Turning  early  in  his  career  to  the  engraving  of  wood,  he 
pioneered,  if  he  did  not  indeed  originate,  two  new  practices  in  the 
making  of  blocks  for  illustrations. 

First,  he  developed  the  picture  in  white  lines  on  a  black  ground, 
rather  than  continuing  the  method  of  his  predecessors,  whose  pic¬ 
tures  were  printed  in  black  lines  on  a  white  background.  The  dif¬ 
ference  in  technique,  which  is  important  to  understand,  is  thus 
explained  by  Woodberry:  “By  the  old  method  .  .  .  the  block  was 
treated  as  a  white  surface,  on  which  the  designer  drew  with  pen 
and  ink  and  obtained  grays  and  blacks  by  increasing  the  number  of 
cross-strokes,  as  if  he  were  drawing  on  paper;  by  the  new  method 

549 


THE  PRINTING  OF  ILLUSTRATIONS 


55° 

the  block  was  treated  as  a  black  surface,  and  the  color  was  lessened 
by  increasing  the  number  of  white  lines.” 

At  the  same  time  Bewick  abandoned  the  use  of  planks  of  soft 
woods  such  as  pear  or  apple,  substituting  in  their  stead  the  hard 
wood  of  the  box  tree,  with  the  blocks  cut  across  the  grain.  Whereas 
the  former  were  cut  on  the  side  grain  with  a  knife,  held  like  a  pen, 
and  drawn  toward  the  engraver,  the  end-grain  boxwood  was  best 
worked  with  a  graver  pushed  away  from  the  engraver.  The  new 
technique  was  expeditious  as  well  as  effective,  providing  black-and- 
white  illustrations  of  a  new  brilliance  and  strength. 

The  first  book  of  importance  illustrated  by  Thomas  Bewick  was 
the  Select  Fables,  which  was  published  at  Newcastle  during  1784. 
William  Bulmer,  the  printer,  also  of  Newcastle,  was  a  friend  of 
Bewick’s,  the  two  collaborating  on  the  illustration  and  production 
of  many  fine  books.  Bewick  died  in  1828,  after  making  an  enduring 
impression  on  the  art  of  wood  engraving.  Among  the  engravers 
whose  work  was  very  largely  influenced  by  Bewick  was  Alexander 
Anderson,  the  first  American  engraver  whose  work  is  regarded  as 
of  artistic  significance. 

Toward  the  close  of  the  eighteenth  century  came  a  new  process 
for  the  printing  of  pictures  which  was  destined  to  exert  a  great 
influence  on  the  illustration  of  books.  I  refer  to  the  invention  of 
lithography  by  Alois  Senefelder.  The  story  of  the  discovery  is  so 
romantic  as  to  deserve  recountal  here. 

At  the  age  of  eighteen,  Senefelder  wrote  for  the  carnival  at 
Munich  a  short  dramatic  sketch,  which  was  well  received  and  sub¬ 
sequently  printed.  The  young  author’s  future  career  was  determined 
by  the  fact  that  he  made  a  profit  of  fifty  gulden  on  the  publication 
of  his  first  opus.  The  publication  of  later  plays  not  proving  so 
successful,  Senefelder  sought  means  for  doing  his  own  printing. 
Since  he  could  not  afford  the  purchase  of  a  press  and  type,  he 
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experimented  with  a  method  of  writing  reversed  letters  directly 
on  a  plate  of  copper,  which  was  then  etched.  This  process  provided 
;  a  plate  which  would  print  successfully,  but  the  effort  of  grinding 
down  and  repolishing  it  for  further  use,  together  with  the  waste  of 
;  the  copper  involved,  made  it  impractical  for  regular  use.  Senefelder 
:  then  tried  zinc  plates,  but  the  action  upon  them  of  the  acid  which 
he  used  for  etching  proved  unsatisfactory. 

The  young  experimenter’s  attention  was  next  drawn  to  the  slab 
:  of  Kellheimer  stone  which  he  used  for  grinding  his  inks.  He  tried 
j  polishing  a  block  of  this  stone  and  then  etching  the  surface.  But 
such  plates  would  not  outlast  the  printing  of  fifty  impressions.  This, 
however,  was  no  discovery,  for  etched  stone  plates  had  earlier  been 
1  used  by  music  printers. 

The  next  stage  in  our  story  concerns  what  may  well  have  been 
1  the  most  important  laundry  list  in  all  history.  In  1793,  Senefelder’s 
mother  asked  him  to  write  down  a  record  of  the  family  wash.  Hav¬ 
ing  no  paper  immediately  at  hand,  he  wrote  the  list  on  a  polished 
1  stone  with  which  he  was  working,  using  an  ink  made  of  wax,  soap, 
and  lampblack.  He  intended  to  copy  the  list  on  paper,  but  curiosity 
led  him  to  etch  the  stone  just  as  it  was.  This  produced  a  plate  with 
the  written  characters  in  low  relief,  which  looked  exceedingly  en¬ 
couraging.  But  practical  difficulties  in  printing,  which  developed  in 
the  attempt  to  print  from  the  plate  thus  produced,  led  Senefelder 
to  continue  his  experiments  along  other  lines. 

To  obviate  the  difficulty  of  writing  on  the  stone  in  reverse,  the 
inventor  tried  writing  on  paper  and  transferring  the  writing  from 
the  sheet  onto  the  stone.  Senefelder  himself,  in  telling  us  of  several 
thousand  experiments  in  making  such  transfers,  including  moisten¬ 
ing  the  paper  before  laying  it  on  the  stone,  wrote:  “l  noticed  that 
if  there  happened  to  be  a  few  drops  of  oil  in  the  water  into  which 
I  dipped  paper  inscribed  with  my  greasy  stone-ink,  the  oil  would 
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distribute  itself  evenly  over  all  parts  of  the  writing,  whereas  the  rest 
of  the  paper  would  take  no  oil.” 

Senefelder  then  conceived  the  idea  of  transferring  to  a  stone 
surface  so  prepared  that  it  would  take  ink  only  on  the  portions 
covered  with  a  fatty  pigment.  Solenholfer  limestone  proved  to  have 
a  great  affinity  for  oil  or  fat.  Three  more  days  of  experimentation, 
we  are  told,  sufficed  for  “such  handsome,  clean,  and  strong  im¬ 
pressions  .  .  .  that  few  better  ones  have  been  made  since.”  The 
great  invention  of  lithography  had  been  made.  Claims  were  filed  in 
the  British  patent  office  in  1800  and  in  other  countries  soon  after, 
and  the  patient  experimenter  was  on  his  way  to  wealth  and  renown. 

The  use  of  lithography  spread  rapidly,  its  chief  importance  lying 
in  the  facility  it  afforded  for  the  printing  of  pictures,  either  in  black 
and  white,  or  in  colors. 

As  the  art  of  photography  developed,  it  was  applied  to  lithog¬ 
raphy,  providing  an  exact  and  economical  mechanical  means  of 
transferring  a  drawing  to  the  stone  and  giving  a  further  impetus  to 
the  art  of  picture  printing  invented  by  Senefelder.  Some  creative 
artists,  however,  who  were  familiar  with  the  technique,  preferred  to 
make  their  drawings  directly  on  the  stone. 

Offset  lithography,  a  recent  development  of  the  process,  made  it 
possible  to  discard  the  cumbrous  stones.  In  this  process  the  image  is 
etched  on  zinc  or  aluminum  plates  with  a  grained  surface,  which 
are  then  printed  on  presses  with  three  cylinders.  The  first  cylinder 
carries  the  plate,  which  prints  onto  a  rubber  blanket  on  the  second 
cylinder.  The  image  on  the  rubber  is  then  printed  or  “offset”  onto 
the  sheet  of  paper  around  the  third,  or  impression,  cylinder.  This 
development  has  made  lithographic  printing  faster  and  less  costly 
and  has  taken  certain  classes  of  work  away  from  the  printers  using 
the  standard  relief  or  letterpress  process.  Practically  all  posters  are 
printed  by  offset  lithography,  which  has  also  proved  adaptable  to 


THE  PRINTING  OF  ILLUSTRATIONS 


553 

fine  book  illustrations  in  color.  One  of  the  principal  advantages  of 
offset  is  that  it  does  not  require  paper  with  a  highly  coated  surface 
to  achieve  a  satisfactory  printed  result. 

There  was  still  a  demand,  however,  for  relief  plates  of  illustra¬ 
tions  mechanically  produced,  which  could  be  printed  in  the  same 
forms  and  on  the  same  presses  as  pages  of  type.  Wood  engraving 
continued  to  provide  for  this  ever-increasing  demand  until  1880  and 
for  a  few  years  thereafter.  Soon  after  this  date,  however,  wood 
engraving  as  a  handicraft  was  practically  wiped  out  by  the  new 
industry  of  photo-engraving.  The  last  standouts  were  engravers  of 
considerable  virtuosity,  such  as  Timothy  Cole,  who  interpreted 
paintings  in  minute  and  exquisite  detail,  achieving  reproductions  of 
unquestionable  charm. 

The  foundations  of  photo-engraving,  the  process  which  has  made 
possible  the  wealth  of  pictures  which  prove  so  popular  in  the  books, 
magazines,  and  newspapers  of  the  present  day,  were  laid  in  the 
experiments  of  Joseph  Nicephore  Niepce,  the  colleague  of  Louis 
Jacques  Daguerre  in  the  development  of  photography.  In  1824 
Niepce  produced  successfully  a  portrait  of  Cardinal  d’Amboise  on  a 
plate  etched  in  intaglio.  Mungo  Ponton  made  a  discovery  of  great 
importance  in  1839,  when  he  found  that  bichromate  of  potash  in 
combination  with  albumen  or  some  other  colloid  became  hard  and 
insoluble  in  water  through  exposure  to  light.  Fox  Talbot  pointed  the 
way  to  a  photographic  negative,  from  which  prints  could  be  made 
in  positive.  When  light  is  thrown  through  a  negative  onto  a  film 
of  bichromate  and  albumen,  the  latter  will  be  hardened  and 
rendered  insoluble  at  different  points  in  proportion  to  the  amount 
of  light  which  reaches  them.  The  blacks  in  the  original,  showing 
white  and  transparent  in  the  negative,  will  thus  be  hardened  on  the 
bichromate  film.  The  areas  which  are  white  on  the  original  will  be 
:  black  in  the  negative,  which  will  shield  the  film  from  light  at  these 
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points  and  thus  leave  them  soluble,  to  be  washed  out  with  water. 
When  the  film  is  superimposed  on  a  plate  of  copper  or  zinc  and 
the  hardened  portions  dusted  with  asphalt,  which  is  melted  by  heat, 
these  portions  are  protected  from  the  action  of  acid,  which  etches 
away  the  portions  of  the  plate  not  covered  by  portions  of  the  film 
hardened  by  light.  This  etching  process  leaves  the  protected  areas  in 
relief,  which  can  be  inked  like  type  and  printed  on  a  press,  thus 
reproducing  the  blacks  and  whites  of  the  original  copy. 

While  such  a  process  would  reproduce  the  blacks  and  whites  of 
a  pen-and-ink  drawing,  it  would  not  reproduce  the  varied  gray  tones 
of  a  photograph  or  wash  drawing.  This  was  accomplished  by  the 
invention  of  “halftone”  engraving,  in  which  the  image  projected  on 
the  bichromate  film  was  broken  up  by  a  screen.  Without  entering 
into  the  technicalities  of  the  process,  we  may  say  that  the  resulting 
plate  shows  a  succession  of  dots  of  various  sizes,  which  make  a  pic¬ 
ture.  In  the  dark  areas  the  dots  are  large,  so  that  their  outside  edges 
come  close  together.  In  the  light  areas  the  dots  are  small,  leaving 
considerable  white  space  between  them. 

Whether  the  screen  through  which  the  original  is  photographed 
is  coarse  or  fine  depends  upon  the  paper  on  which  the  plate  is  to  be 
printed.  For  newsprint  and  rough  papers  the  screen  is  coarse.  The 
character  of  the  resulting  plate  can  be  seen  in  any  photograph 
printed  in  a  newspaper.  Where  a  smooth-finish  or  coated  paper  is 
used,  the  screen  becomes  finer,  as  in  the  halftones  used  throughout 
this  volume  to  reproduce  bindings,  manuscript  pages,  and  so  forth. 

The  invention  of  the  halftone  process  was  one  of  great  im¬ 
portance  in  the  development  of  printing  and  bookmaking.  Fox 
Talbot  conceived,  in  1852,  the  idea  of  a  screen,  using  at  first  an 
open-weave  fabric  to  break  up  the  picture.  In  1879  Joseph  Swan,  in 
England,  patented  a  screen  ruled  in  one  direction  which  was  moved 
during  the  exposure  to  obtain  a  cross-ruled  effect.  In  1882  Georg 


THE  PRINTING  OF  ILLUSTRATIONS  555 

j  Meisenbach,  a  German,  patented  a  similar  method,  having  produced 
his  first  successful  halftone  in  the  previous  year. 

Meanwhile,  in  the  United  States,  Frederick  E.  Ives,  generally 
1  regarded  as  the  inventor  of  a  practical  halftone  process,  who  died 
in  May,  1937,  was  doing  his  pioneer  work,  and  my  good  friend 
the  late  Stephen  H.  Horgan  reproduced  direct  from  a  photograph 
the  now  celebrated  “Shantytown,”  the  first  halftone  to  be  printed 
in  a  newspaper.  This  appeared  in  the  issue  of  the  New  York  Daily 
Graphic  for  March  4,  1880. 

The  perfection  of  the  halftone  process  waited,  however,  on  the 
development  of  a  cross-ruled  screen.  Max  Levy,  of  Philadelphia, 
made  a  ruling  machine  accurate  enough  for  the  ruling  of  satisfactory 
screens.  In  1886,  Ives  used  two  such  screens  at  different  angles,  sealed 
face  to  face,  thus  producing  the  cross-ruled  screen  which  is  in  general 
use  today.  It  is  pleasant  to  report  that  almost  all  halftone  screens 
1  are  still  made  by  Levy. 

Color  printing  was  still  to  be  provided  for,  working  on  the 
theory  that  all  colors  could  be  produced  by  the  proper  combination 
of  the  three  primaries:  yellow,  red,  and  blue.  Frederick  Ives  experi¬ 
mented  with  the  photography  of  three  negatives  through  the  appro¬ 
priate  color  filters,  making  halftones  from  each  negative.  He  suc¬ 
ceeded  in  producing  in  1881  the  first  three-color  engravings  for 
:  letterpress  printing. 

In  the  photogravure  process,  copper  plates  were  etched  in  in¬ 
taglio.  Such  plates  were  inked  all  over,  the  top  surface  was  wiped 
I  clean,  and  dampened  paper  was  pressed  against  them  under  heavy 
pressure,  which  drew  the  ink  out  of  the  depressions  onto  the  sheet. 

1  In  1879  Karl  Klic  substituted  for  the  bichromate  film  a  gelatine 
ifilm  pigmented  with  carbon,  paving  the  way  for  rotary  photo¬ 
gravure  or  rotogravure,  a  process  popularized  in  the  pictorial  sec- 
i  tions  of  our  larger  newspapers.  In  this  process  a  screen  is  also  used. 
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The  resulting  holes  in  the  plate  are  all  of  the  same  diameter,  but 
vary  in  depth  and  thus  in  the  quantity  of  ink  which  they  will  hold. 
A  group  of  deep  holes  discharge  much  ink  on  the  paper,  thus 
printing  a  dark  area,  while  shallow  holes  deposit  little  color  on  the 
sheet,  producing  a  highlight  in  the  picture. 

There  is  another  process  known  as  collotype  or  gelatine  printing, 
in  which  inked  impressions  are  made  directly  from  a  bichromated 
gelatine  film,  without  the  necessity  of  breaking  up  the  image  by  a 
screen.  The  plates  can  be  used  for  only  a  limited  number  of  im¬ 
pressions,  which  must  be  printed  slowly.  It  is  used  mostly  for  fine 
illustrations  printed  in  limited  editions. 

There  are  three  general  methods  of  printing  illustrations.  The 
first  is  planographic ,  comprising  lithography,  offset  lithography,  and 
collotype,  all  being  printed  from  approximately  plane  or  level  plates, 
various  portions  of  which  accept  or  reject  ink  in  differing  degree. 
The  second  method  is  relief,  which  comprises  line  engravings,  half¬ 
tones,  and  wood  engravings,  the  non-printing  portions  of  which  are 
etched  or  cut  away,  the  remaining  upper  surface  of  the  plate  being 
inked  by  the  roller  and  being  impressed  on  the  paper.  The  third 
type  of  plates  are  intaglio ,  the  pictures  on  which  are  cut  or  etched 
into  the  plate  below  the  surface.  After  inking,  the  top  surface  is 
wiped  clean,  and  the  ink  in  the  depressions  is  sucked  out  onto  the 
sheet  of  paper.  Copperplate  engravings,  etchings,  photogravure,  and 
rotogravure  are  comprehended  within  this  classification. 
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The  Title  Page 


A  STRIKING  peculiarity  of  books  printed  in  the  earliest  years 
of  printing  is  that  they  almost  invariably  lack  that  familiar 
i  feature  of  modern  books — the  title  page.  To  use  McKer- 
row’s  definition,  a  title  page  is  “a  separate  page  setting  forth  in  a 
conspicuous  manner  the  title  of  the  book  which  follows  it  and  not 
containing  any  part  of  the  text  of  the  book  itself.”  To  waste  a  pre¬ 
cious  leaf  of  parchment  or  paper  merely  to  set  forth  the  title  of 
the  book  was  an  extravagance  not  permitted  to  the  penman  who 
wrote  books  in  manuscript.  In  fact,  it  probably  never  occurred  to 
scribes  that  such  a  thing  was  necessary.  Could  not  the  user  of  the 
book  identify  the  book  at  a  glance  by  looking  at  the  three  or  four 
lines  at  the  beginning  of  the  text? 

For  the  scribes  as  a  matter  of  course  put  the  essential  information 
—the  title  and  authorship  of  the  text  which  followed — at  the  top 
of  the  page  on  which  the  text  began.  This  paragraph  was  frequently 
written  in  red,  to  distinguish  it  from  the  text,  and  usually  began 
with  the  word  Incipit,  “Here  begins” — or  its  equivalent  in  the 
vernacular  tongues.  Further  identification  of  the  book  was  often  pro¬ 
vided  by  a  titulus  (“label”)  pasted  on  the  back  of  the  binding,  if 
not  stamped  into  the  leather  of  the  binding  itself. 

The  earliest  printers  followed  the  usage  of  the  scribes.  We  there¬ 
fore  find  that  most  of  the  early  printed  books  start  with  an  Incipit, 
or  Cy  commence ,  or  Hier  begynneth.  As  the  text  of  the  earliest 
books  was  printed  in  black,  their  printers  generally  left  to  the 
handwork  of  professional  rubricators  the  insertion,  usually  in  red, 
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of  the  headings  of  chapters  or  sections,  the  insertion  of  paragraph 
marks,  and  the  rather  inept  practice  of  making  a  pen  stroke  in  red 
through  all  capital  letters,  making  them  much  less  readable  than  if 
they  had  been  left  alone.  To  the  rubricator  also  was  frequently  left 
the  writing  of  the  Incipit,  for  which  the  printer  left  a  sufficient 
blank  space  at  the  top  of  the  page,  though  later  this  was  printed  in 
type  along  with  the  text  making  up  the  remainder  of  the  page. 
Pages  beginning  in  the  manner  described  may  be  seen  in  the  illus¬ 
trations  on  pages  155,  271,  and  285. 

These  introductory  headings  usually  gave  the  title  of  the  book 
and  the  name  of  the  author,  but  never,  so  far  as  I  recall,  the  name 
of  the  printer,  the  place  of  printing,  or  the  date  of  issue.  They  thus 
performed  but  one  of  the  functions  of  the  title  page  with  which 
we  are  familiar.  As  did  manuscript  books  before  them,  the  earliest 
printed  books  reserved  any  complete  statement  as  to  authorship,  pro¬ 
duction,  and  place  and  date  of  issue  for  a  position  at  the  very  end 
of  the  volume.  Here  the  information,  so  far  as  the  printer  cared  to 
impart  it,  was  set  in  a  paragraph  which  has  come  to  be  known  as 
the  colophon — the  term  being  a  Greek  word  meaning  “finishing 
stroke.”  The  first  appearance  of  a  printed  colophon  was  in  the 
celebrated  Mainz  Psalter  of  1457,  which  we  have  already  had  occa¬ 
sion  to  describe,  and  which  is  reproduced  on  page  290. 

The  colophons  of  many  early  incunabula  make  interesting  read¬ 
ing.  In  addition  to  such  information  as  the  title  of  the  book,  the 
name  of  the  author,  the  printer’s  name,  and  the  place  and  date  of 
printing,  they  not  infrequently  contain  notes  invaluable  to  modern 
scholars  as  to  the  editor  who  corrected  and  prepared  the  text,  the 
patron  who  made  possible  the  publication  of  the  book,  and  so  on. 
We  have  already  seen  how  adulatory  verses  added  to  certain  early 
colophons  have  been  used  as  clues  to  the  identification  of  the  in¬ 
ventor  of  printing.  The  colophon,  in  fact,  often  included  much  that 
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in  our  present-day  books  is  expanded  into  the  author’s  or  editor’s 
preface  or  introduction. 

In  their  introductory  and  terminal  paragraphs  taken  together, 
early  printed  books  provided  the  information  that  we  find  on  our 
title  pages,  but  in  an  ineffectual  and  clumsy  manner  at  best.  Yet  the 
title  page,  like  many  another  improvement,  was  a  slow  and  gradual 
development.  As  Mr.  Alfred  W.  Pollard  puts  it,  in  his  admirable 
monograph  on  the  history  of  the  title  page,  “It  is  hard  to  under¬ 
stand  how  the  first  printers,  who  had  introduced  so  mighty  a  revolu¬ 
tion  in  the  art  of  multiplying  books,  hesitated  for  so  long  over  so 
simple  and  so  sorely  needed  a  reform  as  the  introduction  of  the 
title  page.” 

Where  and  when  did  the  title  page  first  make  its  appearance 
i  in  any  form  comparable  to  our  present-day  title  pages?  Strangely 
enough,  it  first  appeared  in  manuscript  books,  although  in  very  few 
i  of  them.  Pollard,  in  his  article  on  title  pages  in  some  Italian  manu- 
i  scripts,  brings  to  attention  what  may  have  been  the  earliest  page 
i  of  this  character.  It  was  a  “general  title  page”  to  the  four  gospels  in 
!  the  manuscript  Bible  known  as  the  Codex  Aureus,  produced  about 
I  800  a.  d.  in  the  school  of  calligraphy  founded  at  Aix  by  Charle- 
1  magne.  But  this  innovation  upon  the  standard  practice  of  manuscript 
:  production  seems  to  have  found  no  imitators.  The  innovation  did 
i  not  appear  again  until  the  fifteenth  century,  when  title  pages  were 
I  introduced  in  a  few  handsomely  written  Italian  manuscripts. 

In  these  exceptional  Italian  manuscripts  the  title  was  engrossed 
1  on  the  first  leaf  in  a  well-proportioned  central  space  which  was  then 
I  surrounded  with  elaborate  ornament  in  the  illuminator’s  most  effec- 
i  tive  style.  In  some  cases  this  tour  de  force  of  the  penman  was  put 
1  on  the  reverse  of  the  first  leaf,  as  if  to  protect  it  from  the  wear  to 
1  which  the  outside  of  the  leaf  would  be  subjected.  In  fact,  the  func- 
i  tion  of  these  manuscript  title  pages  seems  to  have  been  primarily  the 
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embellishment  of  the  books  in  which  they  appeared.  But  in  the  sense 
of  McKerrow’s  definition  quoted  at  the  beginning  of  this  chapter, 
they  were  none  the  less  true  title  pages. 

No  case  can  be  cited  of  the  imitation  of  this  style  of  page  by  any 
fifteenth-century  printer,  though  Pollard  notes  one  printed  book  of 
1501  in  the  title  page  of  which  some  such  influence  was  evident — 
La  vita  de  la  beata  Catherina  da  Siena,  printed  in  Venice  by  Alber- 
tinus  Vercellensis.  But  as  to  printed  books  in  general,  the  title  page 
seems  rather  to  have  come  into  being  through  an  evolution  of  the 
colophon.  This  statement  by  the  printer  at  the  end  of  his  work  came 
in  many  cases  to  have  the  typographic  form,  as  well  as  the  literary 
content,  of  our  title  pages.  The  final  steps  in  this  evolution  were  the 
segregation  of  the  “finishing  stroke”  from  the  text  by  putting  it  on 
a  separate  page,  and  the  placing  of  this  page  in  the  front  instead 
of  at  the  back  of  the  book.  Haebler  makes  note  of  some  forty 
incunabula  which  have  true  title  pages  at  the  end,  the  earliest  being 
a  Dutch  imprint  of  1483. 

The  earliest  use  of  a  separate  page  at  the  beginning  of  a  book 
to  set  forth  the  title  and  authorship  is  found  in  the  Bui  zu  dutsch 
(“Papal  Letter  in  German”)  of  Pope  Pius  II,  which  was  printed  in 
Mainz  in  1463.  From  the  reproduction  on  the  opposite  page  it  will 
be  seen  that  the  material  was  set  forth  typographically  like  a  solid 
paragraph  of  text,  without  any  display.  Also  there  is  no  indication 
on  this  page  of  the  place  of  printing,  name  of  printer,  and  date. 
The  next  such  page  in  point  of  date  is  in  the  Sermo  ad  populum, 
a  “sermon  suitable  to  be  preached  on  the  Feast  of  the  Assumption 
of  the  Most  Blessed  ever  Virgin  Mary,”  printed  at  Cologne  by 
Arnold  ther  Hoernen  in  1470.  In  this  form  of  title  page,  which  is 
known  as  the  “label”  title,  the  title  of  the  book  in  the  briefest  possible 
compass  was  printed  at  the  top  of  the  first  leaf. 

An  early  example  of  such  a  title  page  in  English  occurs  in  a 
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book  printed  in  London  by  William  Machlinia  at  an  undetermined 
date,  but  certainly  before  1490.  It  reads: 

A  passing  gode  lityll  bo\e  necessarye  & 
behouejull  agenst  the  Pestilens. 

Interpreting  this  title  phonetically,  as  is  necessary  in  reading  the 
English  of  this  period,  we  find  the  volume  to  contain  a  treatise 
on  the  plague. 

Caxton,  though  a  near  neighbor  of  Machlinia,  did  not  follow 
this  example,  but  printed  his  statements  of  authorship,  title,  date, 
and  so  forth  at  the  beginning  or  at  the  end  of  the  prologue,  or  of 
the  table  of  contents,  text,  or  epilogue — anywhere,  in  fact,  except  in 
the  obvious  place,  the  first  page  of  the  book,  which  he  left  blank. 
Wynkyn  de  Worde,  however,  further  developed  the  use  of  the  title 
page  in  English  printing. 

The  earliest  title  page  with  any  display  arrangement  is  a  beauti¬ 
ful  one  indeed.  The  book  is  the  Calendarium  of  Regiomontanus 
which  was  printed  by  Erhard  Ratdolt  and  his  associates  at  Venice 
in  1476.  As  we  pointed  out  in  Chapter  XVIII,  Ratdolt  was  a  pioneer 
in  the  decoration  of  books,  and  in  this  volume  he  does  not  disappoint 
his  admirers.  The  title  page  was  printed  in  two  colors.  Its  details 
were  set  forth  in  verse,  as  was  so  frequently  done  in  early  colophons, 
and  there  follow  the  date  of  issue  and  the  names  and  native  cities 
of  the  three  men  who  collaborated  in  the  production  of  the  book. 
The  verse,  to  be  sure,  is  rather  like  a  publisher’s  “blurb,”  eulogizing 
the  book;  but  such  adulatory  comments  on  the  excellence  of  books 
became  familiar  features  of  the  title  pages  of  later  years.  This  Ratdolt 
title  page  is  reproduced  on  the  opposite  page. 

In  the  case  of  early  printed  books  of  importance  it  was  customary 
to  have  the  first  page  of  the  text  embellished  with  a  border  in  florid 
and  colorful  style,  supplied  by  a  professional  illuminator.  See,  for 


Vreus  bicliber  eft :  non  eft  predoftorulla 
Genia  kalendano :  quod  docet  iftud  opus. 
Aureus  bicnumerus :  lun£ :  lblifq*labores 
Monftrantur  facile :  cun&aqj  figna  poll : 

Quotqj  fub  boc  hbro  terr?  per  longa  regantur 
Tempora  :  quifq*  dies  :  menfis :  6c annus  eric. 

Scicur  in  inftanti  quecunq;  fit  bora  diet. 

Hunc  emat  aftrologus  qui  uehc  efle  dco. 

Hocloannes  opus  regio  de  nionce  probatum 
Compoiiuc :  coca  notus  in  Italia . 

Quod  ueneca  iniprefTum  fuitin  tellure  perillos 
In  ferius  quorum  no  nun  a  pi&a  loco. 


Bemardus  piclor  de  Augufta 
Petrus  loflein  de  Lange neen . 
Erbardus  ratdoltde  Augufta 


THE  FIRST  COMPLETE  TITLE  PAGE,  IN  THE  CALENDARIUM  PRINTED 
IN  1476  BY  ERHARD  RATDOLT  AND  ASSOCIATES^  VENICE. 
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example,  the  first  page  of  the  Fust  and  Schoeffer  Bible  of  1462, 
illustrated  on  page  155.  In  the  development  of  the  art  of  printing, 
however,  less  and  less  of  this  kind  of  ornamentation  was  left  to  be 
supplied  by  hand.  We  may  therefore  expect  to  find  books  in  which 
such  decoration  or  illustration  is  printed  from  woodcuts.  Chapter 
XVIII  deals  in  more  detail  with  this  subject.  It  was  inevitable  that 
such  woodcut  decorations  should  find  their  way  to  the  title  page. 
In  fact,  for  several  generations  of  printers,  highly  embellished  title 
pages  became  an  almost  invariable  feature  of  their  books. 

An  early  form  of  this  treatment  of  the  title  page  was  an  illus¬ 
tration  intended  to  convey  the  subject  matter  of  the  book,  headed 
with  a  short  title  such  as  was  used  on  the  “label”  title  pages.  An 
example  of  such  a  page,  reproduced  on  the  opposite  page,  which 
should  have  a  special  interest  for  Americans,  is  from  an  early  ver¬ 
sion  of  the  famous  letter  in  which  Christopher  Columbus  reported 
his  discoveries.  The  illustration  depicts  the  arrival  of  the  daring 
navigator  in  the  New  World.  The  reader  will  note  with  interest 
the  great  distance  between  Spain  and  the  coast  of  America. 

The  decorated  title  page  had  a  unique  development  in  France. 
This  took  the  form  of  an  exaggerated  and  highly  embellished  initial 
letter,  usually  the  L  of  the  French  definite  article,  at  the  beginning 
of  a  title  set  in  type  of  modest  size.  The  development  of  these 
initials  as  ornaments  in  many  cases  seriously  impaired  or  altogether 
destroyed  their  legibility  as  letters.  The  drawings  with  which  they 
were  embellished  were  often  pure  products  of  the  artist’s  fantasy, 
but  sometimes  were  designedly  suggestive  of  the  subject-matter  of 
the  books  in  which  they  appeared.  A  few  Spanish  title  pages  of  a 
similar  character  show  that  this  French  influence  penetrated  beyond 
the  Pyrenees.  The  illustration  on  page  567  shows  one  of  these  highly 
ornamented  initials. 

At  a  somewhat  later  date  we  encounter  title  pages  on  which 


^Lalmert  dellifole  chc  ha  trot nto  nuoHameiue  il  Re  di/pagns. 


TITLE  PAGE  OF  AN  ITALIAN  VERSION  OF  THE 
COLUMBUS  LETTER,  PRINTED  AT  FLORENCE,  I495. 
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the  printers  have  put  their  devices  or  distinctive  printers’  marks.  In 
some  instances,  also,  the  title  pages  bore  independent  woodcut  illus¬ 
trations.  The  former  style,  as  followed  by  Badius  of  Paris  in  a  book 
dated  1522,  is  represented  by  the  title  page  illustrated  in  Chapter  XV 
on  page  236,  showing  the  printer’s  device  of  his  printing  press. 

Aldus  used  pages  with  the  title  simply  set,  but  embellished  with 
his  celebrated  device  of  the  anchor  and  dolphin.  Sometimes  he 
elaborated  on  the  title  by  including  in  it  a  summary  of  the  contents 
of  the  volume.  The  printers  at  Lyons  and  elsewhere  who  pirated 
Aldus’s  texts  followed  him  also  in  the  typographic  arrangement  of 
their  title  pages. 

In  the  Parisian  books  of  hours,  those  highly  characteristic  prod¬ 
ucts  of  the  French  press  which  are  discussed  in  more  detail  in 
Chapter  XXII,  the  title  pages  developed  a  style  of  their  own.  Decora¬ 
tion  is  the  outstanding  feature  of  these  books,  and  their  title  pages 
are  almost  completely  covered  with  elaborate  decoration,  with  the 
title  itself  relegated  to  a  relatively  unimportant  position  on  the  page. 
An  example  of  this  style  is  presented  in  the  illustration  on  page  569, 
from  an  issue  of  the  Horae  Beatae  Mariae  Virginis  printed  by  Simon 
Vostre.  It  will  be  noted  that  the  decorative  feature  of  this  page  is 
an  elaboration  of  Vostre’s  printer’s  mark. 

It  is  not  uncommon  to  find  fifteenth-century  books  provided 
with  title  pages  which  were  added  at  a  later  date.  In  such  cases  it 
would  appear  that  unsold  copies  of  the  books  were  “remaindered” 
to  later  printers,  who  printed  title  pages  for  the  volumes  which  did 
not  originally  have  them. 

Early  title  pages  not  infrequently  contained  a  notice  of  the  place 
where  the  books  could  be  bought.  The  practice  of  naming  on  title 
pages  the  bookseller  or  agent  for  the  sale  of  the  books  persisted  until 
well  into  the  nineteenth  century  and  is  not  altogether  unknown  even 
today.  It  originated,  it  would  seem,  among  early  printers  who  kept 


INITIAL  “L”  FROM  TITLE  PAGE  OF  LA  MER  DES 
HISTOIRES  BY  ANTOINE  VERARD,  PRINTED  BY  P. 
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their  title  pages  standing  and  used  them  for  printing  posters  or 
handbills  advertising  their  books. 

In  the  second  quarter  of  the  sixteenth  century  we  find  a  general 
use  of  complete  title  pages  as  we  know  them  now.  They  were 
especially  well  set  at  that  time  by  Robert  Estienne,  the  distinguished 
Parisian  printer. 

Once  it  had  been  universally  adopted  as  an  essential  feature  of  a 
printed  book,  the  title  page  was  never  displaced,  and  never  will 
be.  But  the  manner  of  setting  it  has  varied  greatly  with  different 
periods  and  with  different  printers.  Many  such  variations  will  be 
noted  among  the  illustrations  throughout  this  volume,  showing  the 
work  of  eminent  printers.  The  most  common  fault  in  composition 
which  the  evolution  of  the  title  page  has  had  to  remedy  has  been 
the  attempt  to  list  the  whole  contents  of  the  book,  or  to  set  forth  a 
biography  of  the  author,  or  otherwise  to  crowd  it  to  a  point  not  only 
of  unsightliness  but  even  of  illegibility.  Thirty  or  more  lines  of  type, 
interspersed  with  various  rules  and  printers’  ornaments,  is  somewhat 
too  much  for  the  title  page  of  a  duodecimo,  or  even  of  an  octavo. 
But  such  crowded  title  pages  were  common  enough  until  relatively 
recent  times.  At  all  times,  however,  the  best  printers  have  always 
set  the  simplest  title  pages. 

What  may  be  called  the  architecture  of  the  title  page  has  also 
passed  through  many  variations.  Type  has  been  set  in  square  or 
oblong  blocks,  or  with  lines  of  graduated  lengths  to  form  rhomboids, 
funnels,  hourglasses,  circles,  or  ellipses.  Lines  have  been  bent  into 
curves  and  waves,  and  the  whole  has  been  complicated  with  almost 
every  type  ornament  which  the  printer  could  find  in  his  cases  and 
crowd  into  the  page.  But  the  day  has  gone  forever  (we  hope)  when 
the  printer  took  pride  in  making  type  play  impossible  tricks,  and  the 
title  page  has  taken  on  beauty  and  dignity. 

The  best  practice  calls  for  the  use  of  the  fewest  possible  different 
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sizes  and  faces  of  type  compatible  with  the  proper  display  emphasis 
of  the  main  title.  The  predominant  weight  of  the  page  is  at  the  top. 
The  principal  words  in  the  title  are  not  divided,  and  the  typography 
is  planned  to  meet  this  requirement.  The  prevailing  usage  is  to  set 
title  pages  in  capitals,  as  it  is  easier,  on  the  whole,  to  work  out  an 
acceptable  page  with  letters  which  are  all  of  the  same  height  than 
with  capitals  and  lower  case.  But,  as  we  point  out  elsewhere,  the 
lower-case  letters  are  decidedly  more  legible  and  should  be  used  in 
cases  where  they  appear  to  advantage. 

Simplicity,  the  right  proportional  relations  between  the  several 
blocks  of  type,  and  the  correct  positioning  of  these  blocks  on  the 
page  are  the  main  desiderata  in  the  composition  of  title  pages.  In 
books  in  which  it  is  appropriate,  some  border  or  decoration  in  a 
mood  of  restraint  is  a  welcome  addition. 

Good  book  printers  give  thoughtful  consideration  to  the  title 
page — and  rightly.  For,  as  the  late  George  Sargent  so  aptly  termed 
it,  the  title  page  is  “the  door  to  the  book”  and  it  should  invite  to 
entrance  the  visitor  who  approaches  its  threshold. 


XLI 


Concerning  Type  Design 


SINCE  the  aim  of  the  first  printers  was  to  reproduce  manu¬ 
scripts  in  quantity,  it  is  not  unnatural  that  the  design  of  the 
first  types  was  based  upon  the  prevailing  book  hand  of  the 
scribes  working  in  the  region  in  which  the  printers  set  up  their 
presses.  As  a  matter  of  fact,  the  early  printers  made  matrices  for 
many  more  characters  than  the  letters  in  the  two  alphabets  of  capi¬ 
tals  and  lower  case,  for  they  provided  variants  for  many  letters  in 
order  to  make  it  possible  for  the  compositor  more  nearly  to  approxi¬ 
mate  the  appearance  of  text  as  it  would  have  been  written  by  a  scribe. 

As  already  noted,  the  types  of  Gutenberg  and  his  associates  and 
immediate  successors  were  of  the  German  pointed  gothic  style, 
which  may  be  seen  in  illustrations  facing  pages  144  and  160  and 
in  the  large-type  lines  of  the  Indulgence  on  page  148  of  the  present 
volume.  The  next  development  was  a  rounded  gothic  which  was 
considerably  more  legible  and  functioned  successfully  in  sizes 
smaller  than  were  practical  with  the  pointed  gothic  types.  Rounded 
gothics  are  shown  in  the  small-type  lines  on  pages  148  and  155  and 
facing  page  161. 

In  Italy  the  Humanists  favored  what  has  since  come  to  be  known 

as  the  roman  form  of  letter,  and  their  influence  spread  beyond  the 

Alps.  Believe  it  or  not,  the  first  appearance  of  the  roman  alphabet 

in  printing  types  is  noted  at  Strasbourg,  then  a  German  city,  where 

a  long-unidentified  printer  began  about  1464  to  use  an  alphabet  with 

a  bizarre  form  of  R,  wherefore  he  became  known  to  historians  of 

bookmaking  as  the  “R  Printer.”  In  later  years,  however,  his  name 
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was  found  to  be  Adolf  Rusch.  The  next  appearance  of  roman  type 
was  in  the  books  printed  at  Rome  by  Sweynheym  and  Pannartz  in 
1467,  but  the  face  was  inferior  in  quality  to  the  cross  between  gothic 
and  roman  (reproduced  on  page  185)  that  they  had  used  earlier  at 
Subiaco.  Also  at  Rome,  in  1468,  Ulrich  Han  made  use  of  still  an¬ 
other  roman  typeface  which,  in  quality,  left  much  to  be  desired. 
All  these  types,  however,  showed  in  their  design  a  residuum  of 
gothic  influence. 

The  first  typeface  which  was  purely  roman  in  origin  and  ap¬ 
pearance  was  that  used  by  John  of  Spire  at  Venice  in  1469.  This 
face  has  so  many  elements  of  design  in  common  with  the  type 
produced  by  Nicolas  Jenson  during  the  following  year  that  we 
cannot  well  escape  the  suspicion  that  the  master  of  roman  typeface 
design  was  the  punch-cutter. 

In  1470,  however,  appeared  at  Venice  the  first  great  roman  type¬ 
face,  the  punches  for  which  were  cut  by  Nicolas  Jenson.  This  face 
was  used  in  printing  De  praeparatione  evangelica  by  Eusebius. 
While  its  design  was  inspired  by  the  humanistic  hand  written  by 
the  Italian  scribes,  the  Jenson  face  gives  some  evidence  of  a  realiza¬ 
tion  on  the  part  of  its  creator  that  he  was  working  in  a  new  medium, 
making  metal  types  for  printing  on  paper.  The  variant  forms  of 
each  letter  were  resolved  into  a  single  standardized  character,  for 
use  whenever  called  for  by  the  copy.  That  Jenson  was  a  man  of 
great  native  genius  requires  no  argument  to  prove.  Through  the 
combination  of  his  artistic  ability  with  his  technical  experience  as  a 
die-cutter,  he  crystallized  the  roman  alphabet  into  forms  so  satis¬ 
factory  that  they  have  never  since  been  materially  improved  upon. 
He  thus  left  to  that  important  portion  of  the  civilized  world  de¬ 
pending  upon  the  roman  alphabet  a  legacy  of  immeasurable  value. 

In  1495  Aldus  began  the  use  of  a  roman  letter  of  marked  sim¬ 
plicity  and  strength,  cut  for  him  by  Francisco  Griffo,  already 
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referred  to  and  reproduced  on  page  209.  The  italic  type,  first  cut  for 
and  used  by  Aldus,  is  discussed  and  reproduced  on  pages  2 10-2 12. 

The  next  high  spot  in  the  development  of  type  design  is  seen  in 
the  work  of  Claude  Garamond,  a  French  punch-cutter  of  super¬ 
lative  genius  working  in  Paris  during  the  first  half  of  the  sixteenth 
century.  His  roman  types  show  a  conscious  striving  for  beauty  in 
design,  superadded  to  legibility  and  utility.  It  was  his  great  merit  that 
he  achieved  this  beauty  without  resort  to  mannerisms.  Garamond’s 
types  were,  to  all  intents  and  purposes,  lost  to  the  printing  world 
during  the  eighteenth  and  nineteenth  centuries,  being  revived  in  the 
second  decade  of  the  present  century.  In  their  recent  reincarnation, 
they  have  again  proved  their  merits  so  conclusively  that  we  can 
safely  regard  them  as  a  permanent  asset  on  our  typographic  ledger. 

It  is  a  little  surprising  that  the  designs  of  most  of  the  present-day 
typefaces  named  after  Garamond  have  been  based,  not  on  the  types 
of  Claude  Garamond,  but  on  an  early  seventeenth-century  recutting 
by  Jean  Jannon  of  Sedan,  France.  In  1642  the  Protestant  city  of 
Sedan  came  under  the  power  of  Cardinal  Richelieu,  and  Jannon’s 
punches  and  matrices  were  transferred  to  the  Imprimerie  Nationale 
at  Paris.  After  lying  in  disuse  for  many  years,  they  were  brought  out 
again  early  in  the  present  century,  and  Arthur  Christian,  then 
director  of  the  French  national  printing  office,  definitely,  though 
erroneously,  ascribed  them  to  Garamond.  True  authorship  of  these 
punches  was  made  clear  by  Mrs.  Beatrice  Warde,  writing  under  the 
pen  name  of  Paul  Beaujon,  who  discovered  in  the  Mazarin  Library 
in  Paris,  and  reproduced,  an  apparently  unique  copy  of  Jannon’s 
own  type  specimen  book. 

Our  best  authority  for  the  typefaces  actually  engraved  by  Claude 
Garamond  is  a  type  specimen  sheet  (reproduced  on  page  340) 
issued  at  Frankfurt  am  Main  in  1592  by  the  typefounder  Conrad 
Berner,  who  had  acquired  the  punches  sold  at  auction  in  Paris  in 
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1561,  after  the  death  of  the  great  French  punch-cutter.  The  Gara- 
mond  produced  by  the  Ludlow  Typograph  Company  is  the  only 
typeface  currently  used  in  the  United  States  or  in  England  which 
is  based  directly  on  this  authentic  showing  of  Garamond  designs. 

Most  of  the  good  italics  produced  in  France  during  the  sixteenth 
century  and  purchased  by  Dutch  and  German  typefounders  and 
printers  are  ascribed  to  Robert  Granjon  of  Lyons,  a  punch-cutter  of 
great  artistic  and  technical  skill.  Granjon  is  also  known  for  his  first 
interpretation,  in  types,  at  Lyons  about  1557,  of  a  cursive  gothic 
handwriting  which  was  then  popular.  These  new  and  ingenious  but 
illegible  types  cut  by  Granjon  became  known  as  lettres  de  civilite , 
from  the  titles  of  two  volumes  in  which  they  were  used. 

Geofroy  Tory,  whose  work  has  already  been  mentioned,  influ¬ 
enced  type  design  as  well  as  other  features  of  book  art.  Like  the 
English  prototypographer  Caxton,  he  rendered  a  great  service  in 
reforming  and  stabilizing  French  orthography.  It  is  interesting  to 
recall  that  he  introduced  accents  and  was  the  author  of  a  celebrated 
book  on  letter  design  entitled  Ckampfleury,  which  appeared  at  Paris 
in  1529  and  is  now  rare.  An  excellent  translation  has  recently  been 
published  by  the  Grolier  Club  of  New  York.  Tory  exerted  an  im¬ 
portant  influence  on  the  adoption  of  the  roman  alphabet  as  the 
standard  letter  for  French  printing. 

In  the  seventeenth  century  in  France,  Pierre  Moreau  brought  out 
interesting  but  undistinguished  types  of  calligraphic  character  de¬ 
signed  to  reproduce  handwriting.  The  cutting  of  a  new  series  of  type 
for  the  exclusive  use  of  the  Imprimerie  Nationale  was  authorized  in 
1692  by  Louis  XIV.  The  Academie  des  Sciences  instituted  research 
to  determine  what  the  form  of  the  letters  should  be.  Philippe 
Grandjean  de  Fouchy  cut  the  typeface  thus  projected,  a  specimen 
of  the  resulting  romain  du  roi  being  shown  in  a  specimen  booklet 
printed  in  1702. 
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The  most  colorful  French  punch-cutter  and  founder  of  the 
eighteenth  century  was  Fournier  le  jeune,  who  made  his  name  im¬ 
mortal  through  the  authorship  of  a  valuable  treatise  on  typefound¬ 
ing,  the  Manuel  typographique.  The  most  significant  typefounder  of 
that  century,  however,  was  Francois  Ambroise  Didot,  a  member  of 
a  family  which  left  an  indelible  impress  on  subsequent  French  print¬ 
ing.  An  able  typefounder,  he  began  about  1775  the  production  of 
typefaces  prefiguring  the  style  of  design  later  crystallized  by  his 
son  Firmin  Didot.  These  Didot  types  and  Fournier’s  ornaments 
exerted  a  profound  influence  on  the  typefounding  and  printing  of 
the  Italian  Giambattista  Bodoni. 

The  Didot  types  were  perfected  by  Francois  Ambroise’s  youngest 
son  Firmin,  who  was  responsible  for  cutting  the  faces  used  in  the 
monumental  editions  of  Racine  and  Horace  which  appeared  in  the 
opening  years  of  the  nineteenth  century.  These  cold  and  geometrical 
types,  with  their  sharp  contrasts  and  fine  straight-line  serifs,  enjoyed 
a  great  vogue  for  printing  in  the  “classical”  style.  They  became 
highly  popular  not  only  in  France,  but  also  with  the  printers  and 
typefounders  of  Germany. 

Typefounding  was  an  active  industry  in  the  Netherlands  during 
the  seventeenth  and  eighteenth  centuries.  The  work  of  the  Dutch 
founders,  however,  has  little  special  interest  to  us,  except  in  the 
influence  it  had  on  English  typefounding  in  general  and  on  William 
Caslon  in  particular.  The  Dutch  punch-cutter  of  real  genius  was 
Christophel  van  Dyck;  the  one  of  greatest  industry  with  the  mini¬ 
mum  of  artistry  was  J.  M.  Fleischman.  Other  punch-cutters  of  note 
were  Dirk  Voskens  and  Jacques  Francois  Rosart.  The  Enschede 
foundry,  established  at  Haarlem  in  1703,  and  still  in  active  operation 
today,  fell  heir  to  the  equipments  of  most  of  the  Dutch  foundries 
and  today  possesses  the  most  remarkable  collection  anywhere  to  be 
found  of  ancient  punches  and  matrices.  Charles  Enschede  has  writ- 
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ten  a  monumental  work  on  typefounding  in  the  Low  Countries, 
making  excellent  use  of  the  noteworthy  materials  available  to  him  in 
the  archives  of  the  Enschede  foundry  and  printing  office. 

One  of  the  important  products  of  Dutch  typefounding  is  the  Fell 
type,  punches  and  matrices  of  which  were  imported  into  England 
about  1693  by  Bishop  Fell,  for  use  of  the  Oxford  University  Press. 

In  the  modern  period,  several  fine  book  faces  have  come  out  of 
Holland,  notably  the  Lutetia  designed  by  J.  Van  Krimpen  and  the 
Medieval  authored  by  S.  H.  de  Roos. 

To  return  to  England,  an  important  opportunity  here  awaited 
any  competent  typefounder  at  the  beginning  of  the  eighteenth  cen¬ 
tury.  The  efforts  in  this  field  of  Nicholas  Nicholls,  Joseph  Moxon, 
and  others  had  been  nothing  short  of  pitiful.  The  James  foundry 
had  obtained  matrices  for  most  of  its  types  from  Holland  but,  even 
then,  its  casting  was  poor.  It  was,  as  one  writer  remarked,  an  era 
of  “brown  sheets  and  sorry  letter.”  Judged  by  the  books  issued  by  the 
publishers  of  the  day,  the  type  supply  could  not  have  been  worse. 

In  1716,  William  Caslon,  who  had  been  previously  apprenticed 
to  a  London  engraver  of  gunlocks  and  barrels,  set  up  a  shop  of  his 
own  in  which  he  did  similar  work;  also  silver  chasing  and  the 
cutting  of  binders’  gilding  tools  and  letter  stamps.  Under  the  patron¬ 
age  of  William  Bowyer,  Caslon  undertook  typefounding,  the  first 
font  which  we  know  he  cut  being  an  Arabic.  Other  faces  were 
added,  and  in  1734,  when  his  first  specimen  sheet  was  issued,  we 
find  him  with  the  equipment  of  a  complete  foundry.  His  types  met 
with  immediate  success. 

To  the  question,  “What  is  the  best  type  for  all  purposes  which 
has  been  designed  from  the  beginning  of  printing  until  the  present 
day?”  there  can  be  no  uncertain  answer.  The  type  is  that  designed 
and  cut  by  William  Caslon.  It  can  be  used  for  years  for  all  purposes 
without  palling  on  the  taste.  One  American  printer,  who  was  among 
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the  first  to  establish  a  reputation  for  fine  and  forceful  composition 
in  the  field  of  commercial  printing,  had  for  many  years  nothing  in 
his  cases  but  Caslon.  And  his  work  never  lacked  sparkle  and  spon¬ 
taneity.  The  type  is  today,  in  spite  of  all  the  good  faces  now  avail¬ 
able,  still  the  dependable  standby  of  advertising  typographers. 
Caslon  is,  too,  as  good  a  book  type  as  has  ever  been  produced.  It  is 
legible  in  the  highest  degree,  yet  is  not  monotonous  in  color. 

What  is  the  reason  for  this  undisputed  supremacy?  I  think  the 
secret  lies  in  the  stress  placed  comparatively,  in  the  mind  of  the 
designer,  on  legibility  and  beauty.  When  we  seek  legibility  only, 
we  obtain  a  readable  type  which  is  stupid  and  monotonous;  when 
we  seek  alone  beauty  of  form,  we  obtain  a  type  of  great  charm  in 
individual  letter  forms  but  tiring  in  mass,  because  the  element  of 
design  is  too  consciously  apparent.  In  Caslon  we  have  the  product 
of  a  master  designer  who  made  drawing  the  servant  of  readability 
rather  than  its  master. 

Caslon’s  type  could  not  be  regarded  as  an  entirely  original 
creation  on  the  part  of  its  designer.  It  represented  a  synthesis  of  the 
best  elements  in  the  letter  designs  of  the  Dutch  founders.  But  in 
adopting  the  best  features  of  the  Dutch  types  Caslon  went  further, 
putting  into  his  design  a  spirit  and  virility  that  makes  his  types  far 
greater  than  the  models  on  which  they  were  based.  The  reason  for 
the  difference  is  simple:  William  Caslon  was  a  master  of  surpassing 
genius  rather  than  a  mere  craftsman.  That  genius  has  left  an  influ¬ 
ence  on  typography  which  seems  destined  never  to  be  effaced. 

The  bright  particular  star  in  Italian  typefounding  history  was 
Giambattista  Bodoni,  whose  work  has  already  been  discussed  (see 
pages  386-389).  He  drew  his  inspiration  in  typeface  design  from 
the  Didots  and  in  typographic  ornament  from  Fournier  le  jeune. 
His  types,  characterized  by  a  mechanical  draftsmanship,  with  radi¬ 
cal  contrast  in  weight  between  main  strokes  and  hairlines,  and  fine 
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straight-line  serifs,  are  brilliant  but  dazzling  in  effect.  They  may  be 
seen  in  the  title  page  reproduced  on  page  387. 

In  Germany,  almost  up  until  the  end  of  the  nineteenth  century, 
there  was  practically  no  type  designing  of  permanent  significance  or 
interest  to  Anglo-Saxons,  or,  for  that  matter,  to  those  Teutons  who 
believe  that  the  alphabet  represented  in  Fraktur  or  Schwabacher  is 
doomed  to  yield  to  the  roman  alphabet,  because  of  the  superior 
legibility  of  the  latter.  Several  efforts  were  made  toward  reforming 
the  design  of  Fraktur,  notably  that  of  Johann  Friedrich  Unger 
toward  the  end  of  the  eighteenth  century.  But  the  traditional  Ger¬ 
man  typeface  persisted  in  popular  use. 

In  the  last  fifty  years  the  popularity  of  the  roman  alphabet  has 
increased  notably  in  Germany.  There  seemed  to  be  no  difference  in 
impartial  opinion  as  to  its  greater  readability.  The  scientific  journals 
and  books  led  in  its  adoption.  The  distinguished  German  type  de¬ 
signers  of  recent  years,  such  as  Walter  Tiemann,  F.  H.  Ehmcke, 
Emil  Rudolf  Weiss,  Rudolf  Koch,  and  others,  devoted  their  best 
efforts  to  the  creation  of  many  original  and  distinguished  roman 
alphabets.  Jacob  Erbar,  Paul  Renner,  Rudolf  Koch,  and  others  made 
an  epochal  contribution  to  publicity  printing  by  the  design  of  the 
geometric  sans-serif  typefaces  demanded  by  the  school  of  modern 
typography,  already  discussed.  The  next  development  was  the  flat- 
serif  typefaces,  which  proved  more  legible  than  the  sans-serifs. 
Among  the  names  figuring  in  recent  annals  of  German  type  design 
are  those  of  Imre  Reiner  and  Pfeinrich  Jost. 

The  trend  in  Germany  toward  the  adoption  of  roman  types  for 
book  and  magazine  printing  has,  however,  received  two  formidable 
setbacks.  The  first  occurred  at  the  time  of  the  World  War,  when  the 
Kaiser  called  upon  printers  and  publishers  to  return  to  the  truly 
German  types  of  their  forefathers.  More  recently  the  Hitler  regime 
has  exerted  potent  influence  in  favor  of  a  return  to  the  use  of  the 
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nationalistic  Fraktur  typefaces.  We  may  be  confident,  however,  that 
the  moot  question  of  Fra\tur  oder  Antiqua  will  be  settled  eventu¬ 
ally  on  sound  principles  of  optics. 

In  England,  apart  from  a  number  of  admirable  typefaces  de¬ 
veloped  for  the  use  of  the  private  presses,  the  important  develop¬ 
ments  of  recent  years  have  been  in  the  field  of  book  types.  Among 
the  productions  of  the  Lanston  Monotype  Corporation,  we  think 
first  of  the  important  revivals — Poliphilus,  Blado  italic,  Bembo, 
Fournier,  Baskerville,  Bell,  Bulmer,  and  others.  Among  the  original 
typefaces  produced  by  this  competent  organization  are  two  by  that 
outstanding  British  artist,  Eric  Gill— Perpetua,  a  bookface,  and 
Gill  Sans,  the  modern  type  most  popular  in  England  for  advertis¬ 
ing  composition.  Another  face  recut  for  the  recent  lectern  Bible 
designed  by  the  American  Bruce  Rogers  is  a  recutting  of  that  de¬ 
signer’s  Centaur.  Pastonchi,  designed  by  Professor  Eduardo  Cotti, 
is  another  recent  production  of  merit. 

The  British  company  manufacturing  the  linotype  has  had  the 
benefit  of  typographic  advice  by  that  genial  and  gifted  London 
printer  “at  the  sign  of  the  Dolphin,”  the  late  George  W.  Jones. 
Under  his  direction  was  produced  Granjon,  the  most  successful  of 
faces  for  text  composition  available  to  the  printer  of  today.  It  is  the 
face  in  which  the  present  volume  is  set,  so  the  reader  will  already 
have  had  opportunity  to  judge  for  himself  how  easy  it  is  to  read  and 
how  well  it  wears.  Personally,  I  know  of  no  typeface  which  rates 
higher  on  these  counts.  I  once  told  Mr.  Jones  that  Granjon  appeared 
to  me  to  be  fifty  per  cent  Garamond  and  fifty  per  cent  Caslon.  He 
replied:  “Your  diagnosis  is  just  about  correct.”  Certainly  he  drew  on 
sound  precedents !  A  later  typeface  produced  by  the  same  organiza¬ 
tion  is  Estienne.  Few  typefaces  of  outstanding  merit  have  been  pro¬ 
duced  by  British  typefoundries  in  recent  years. 

In  the  United  States  there  has  been  more  activity  in  the  pro- 


B  corresponds  to  the  second  symbol  of 
the  Phoenician  alphabet,  and  is  the  sec' 
ond  letter  in  all  European  alphabets  ex' 
cept  those  derived  from  mediaeval  Greek 
— Russian,  etc. 
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duction  of  publicity  types  and  less  in  the  creation  of  book  faces.  The 
leading  American  typefoundry  began,  early  in  the  twentieth  cen¬ 
tury,  under  the  able  technical  direction  of  Morris  Benton,  a  number 
of  revivals  of  noteworthy  typefaces  of  the  past,  among  which  the 
Bodoni  and  Garamond  families  stand  out  as  particularly  successful. 
The  Cloister  family,  the  lightface  of  which  is  a  prime  favorite  with 
John  Henry  Nash,  was  inspired  by  the  types  of  Jenson. 

The  other  important  influence  in  American  type  design  has  been 
exerted  by  a  remarkable  native  genius  in  the  person  of  Frederic  W. 
Goudy,  a  Chicago  bookkeeper,  whose  tastes  and  talents  led  him 
inevitably  into  typefounding.  Goudy  has  a  gift  for  drawing  beauti¬ 
ful  letters  second  to  no  designer  of  this  or  any  other  generation. 
He  recently  designed  his  hundredth  type  face.  Of  outstanding  in¬ 
terest  and  charm  is  one  of  his  earliest,  the  Village  type,  which  is  still 
held  as  a  private  face.  His  most  important  face,  beyond  all  question, 
is  Kennerley,  a  completely  original  design  with  a  superb  italic. 
Goudy  Oldstyle  is  probably  the  most  widely  used  of  the  typefaces 
he  has  designed,  being  a  highly  acceptable  face,  the  popularity  of 
which  has  been  increased  by  the  addition  of  bold  and  other  versions, 
produced  by  the  typefoundry,  in  the  design  of  which  Goudy  had  no 
part.  One  of  these  adaptations,  Goudy  Bold,  has  enjoyed  a  wide  use 
in  advertising  composition. 

There  are  numerous  other  beautiful  typefaces  which  Goudy  has 
designed,  among  the  more  important  being  Italian  Old  Style, 
Goudy  Modern,  Hadriano,  Forum  capitals,  and  Deepdene.  But, 
perhaps  because  of  Goudy’s  irresistible  urge  to  draw  beautiful  letters, 
the  emphasis  on  beauty  has  prejudiced  their  complete  legibility. 
Many  Goudy  types  have  been  and  will  be  used  in  privately  printed 
books  set  in  relatively  large  point  sizes,  and  his  types  work  success¬ 
fully  in  magazine  heads,  advertising  display  lines,  and  so  forth.  But 
there  are  few  six-hundred  page  novels  set  in  Goudy’s  types  and  no 
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dictionaries  or  encyclopedias.  All  this  simply  indicates  that  Goudy’s 
genius  is  great  but  not  universal. 

A  demonstration  of  Frederic  Goudy’s  versatility  may  be  seen  in 
the  page  from  his  book,  The  Alphabet ,  reproduced  on  page  581, 
showing  a  variety  of  treatments  of  the  letter  B.  This  illustration  also 
provides  an  object  lesson  in  the  possible  range  of  type  design. 

Other  recent  American  contributions  to  type  design  are  largely 
in  the  field  of  publicity  types.  The  late  Oswald  Cooper  met  one 
important  need,  R.  Hunter  Middleton  has  designed  for  the  Ludlow 
a  number  of  highly  successful  modern  and  traditional  typefaces. 
The  most  important  typefaces  lately  produced  for  book  composition 
have  been  Electra  and  Caledonia,  both  designed  for  the  linotype 
by  W.  A.  Dwiggins,  and  Fairfield,  designed  by  the  distinguished 
wood  engraver,  Rudolph  Ruzicka. 

Almost  all  the  American  composing-machine  companies  have 
produced  satisfactory  versions  of  the  various  standard  book  faces, 
such  as  Jenson,  Caslon,  Garamond,  Bodoni,  Baskerville,  and  so 
forth.  It  is  on  these,  and  on  the  recent  British-produced  faces,  that 
American  book  printers  currently  depend. 

When  we  consider  recent  type  design  in  its  relation  to  the  com¬ 
position  of  books,  the  conclusion  is  inescapable  that  practically  all 
the  important  achievements  are  to  be  found  in  the  revivals  of  out¬ 
standing  typefaces  produced  by  the  punch-cutters  of  the  past. 
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N  the  chapters  preceding,  we  have  endeavored  to  trace,  albeit 
briefly,  the  efforts  of  man,  from  the  beginning  down  to  the 
.  present  time,  to  make  permanent  record  of  his  achievements 
and  aspirations,  of  his  loves  and  hates,  and  of  the  widely  varying 
opinions  which  have  been  the  fruit  of  his  thinking.  Most  of  the 
record  which  has  come  within  our  own  knowledge  has  been  in  the 
form  of  books.  The  supreme  importance  of  the  book  to  the  develop¬ 
ment — in  the  past,  present,  or  future — of  either  the  individual  or 
the  race  has  been  pointed  out  and  needs  here  no  further  emphasis. 

The  approach  to  the  problems  of  bookmaking  has  been  histori¬ 
cal,  and  we  believe  rightly  so,  for  the  bookmaking  practice  of  any 
period  has  been  based  in  large  degree  on  the  experience  of  the  past, 
with  a  more  or  less  generous  admixture  of  originality — contributed 
by  printers  of  various  countries  at  different  times.  It  seems  likely 
that  we  shall  continue  to  draw  heavily  on  the  experience  of  past 
generations  in  the  planning  and  production  of  books.  It  behooves 
us  only  to  keep  alert  and  to  be  hospitable  at  all  times  to  ideas  for 
improving  styles  and  methods  of  bookmaking. 

In  the  course  of  our  discussion  we  have  considered  in  some 
detail  many  of  the  elements  entering  into  the  making  of  a  book. 
It  is  important  that  we  should  have  an  intelligent  understanding 
of  these  elements.  But  it  is  more  essential  that  we  should  under¬ 
stand  and  acknowledge  the  supreme  importance  of  coherence  of 
all  the  elements.  For  only  when  all  the  elements  interfit  perfectly 

do  we  achieve  a  sound  structure  of  the  whole. 
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The  modern  school  of  design  has  taught  us  one  approach  to  the 
planning  of  any  product  on  which  we  may  confidently  depend. 
This  requires  first  that  we  analyze  the  function,  and  next  that  we 
permit  the  functional  requirements  thus  developed  to  control,  with¬ 
out  question,  the  design  of  the  product.  There  can  be  no  argument 
as  to  the  soundness  of  such  a  procedure. 

The  first  object  of  our  thought,  then,  will  be  the  average  reader. 
Our  duty  to  consult  his  needs,  tastes,  and  comfort  works  to  our 
own  advantage  also,  for  it  is  the  ever  widening  circle  of  average 
readers  who  buy  books  and  pay  indirectly  the  living  of  authors, 
illustrators,  papermakers,  printers,  and  binders. 

If  we  set  up  the  average  reader  as  the  patron  we  shall  strive  to 
please,  we  automatically  exclude  from  our  practical  conception  of 
the  ideal  book  the  various  precious  or  monumental  volumes  which 
many  eminent  printers  have  delighted  to  produce.  We  must  regard 
these  museum  pieces  as  hothouse  products,  off  the  main  stream  of 
a  busy  world's  bookmaking.  In  setting  these  volumes  aside,  however, 
in  a  niche  of  their  own  as  exhibits  of  bookmaking  history,  we  must 
do  honor  to  the  inspiration  and  enthusiasm  of  their  makers,  many 
of  whose  improvements  in  typefaces  and  printing  styles  have  been 
appropriated  to  advantage  by  printers  of  books  intended  to  serve 
exceedingly  practical  uses.  We  cannot  forget  that  the  idealistic 
printers  of  many  impractical  books  have  done  much  to  inspire 
higher  standards  of  workaday  production. 

When  we  come  to  observe  and  record  the  need,  convenience, 
and  comfort  of  the  average  reader,  there  can  be  little  conflict  be¬ 
tween  the  findings  of  different  investigators.  My  own  report  would 
be  that  the  average  reader  demands  a  book  easy  and  comfortable 
to  read,  easy  and  comfortable  to  handle,  and  easy  and  comfortable 
to  purchase.  Whatever  of  beauty,  grace,  and  verve  we  can  superadd 
to  these  primary  functional  demands  will  contribute  to  the  interest 
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and  attractiveness  of  the  volume.  These  are  simple  requirements  to 
state,  but  they  are  likely  to  prove  more  difficult  of  fulfillment  than 
of  formulation. 

The  demand  for  ease  and  comfort  of  reading  calls  first  for  a 
well-designed  typeface,  free  of  affectation  or  labored  drawing,  which 
we  can  read  for  hours  on  end  without  undue  fatigue.  The  best  type¬ 
faces  are  those  having  a  design  of  which  we  are  not  sensible.  As 
Beatrice  Warde  has  so  aptly  put  it,  type  for  extended  text  composi¬ 
tion  should  be  “invisible.”  These  requirements  narrow  down  our 
choice  to  the  simplest  typefaces,  most  of  which  have  successfully 
stood  the  test  of  time. 

The  type  design  selected  should  be  used  in  a  size  large  enough 
to  be  read  with  ease  under  average  lighting,  or  worse,  by  readers 
of  average  acuity  of  eyesight,  or  worse.  If  we  make  our  selection 
according  to  the  functioning  of  a  specially  effective  pair  of  young 
eyes,  under  a  reading  lamp  behind  the  desk,  casting  ample  light 
over  the  left  shoulder,  we  prejudice  the  interests  of  many  readers 
with  older  eyes  who  may  try  to  read  our  book  on  a  street  car  or 
railroad  train.  It  will  always  be  safe  to  err  on  the  side  of  greater 
reader  comfort. 

The  design  of  the  book  will  limit  the  width  of  the  type  page  to 
a  sensible  measure,  so  that  the  eye  may  take  in  the  span  without 
undue  difficulty,  and  we  will  make  sure  that  there  is  enough  white 
space  or  “leading”  between  lines  to  direct  the  eye  back  from  the 
end  of  one  line  to  the  beginning  of  the  next  without  possibility  of 
confusion.  We  will  keep  the  spacing  between  words  and  between 
sentences  reasonably  snug,  but  will  avoid  the  ridiculous  and  non¬ 
functional  extremes  to  which  some  alleged  fine  printers  have  gone 
in  the  effort  to  achieve  close  spacing.  When  it  is  difficult  for  a 
reader  to  tell  where  one  word  ends  and  another  begins,  or  where 
one  sentence  leaves  off  and  the  next  one  starts,  we  have  passed 
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beyond  the  sphere  of  good  printing  into  the  lunatic  fringe  of  inde¬ 
fensible  affectation. 

Realizing  that  the  “lower  case”  or  small  letters  are  more  read¬ 
able  than  lines  set  entirely  in  capitals,  we  will  avoid  the  latter  so 
far  as  we  can  in  chapter  heads,  subheads,  and  the  like. 

The  usual  break  between  paragraphs,  with  one  line  ending  short 
and  the  following  line  slightly  indented,  provides  to  the  eye  of  the 
reader  a  “pause  that  refreshes.”  An  editor  who  permits  copy  to  run 
on  and  on  in  long  unbroken  paragraphs  is  taking  a  great  risk  of 
losing  the  interest  of  the  reader. 

Books  for  study  or  reference  should  be  as  liberally  provided  with 
signposts  in  the  way  of  subheads,  and  so  forth,  as  the  well-marked 
highway.  It  is  easy  for  an  editor  to  put  in  these  aids  to  the  reader, 
who  will  not  fail  to  appreciate  them.  An  adequate,  well  set-up  index 
is  another  sine  qua  non  of  sound  bookmaking  whenever  the  subject- 
matter  indicates  the  need. 

While  not  a  feature  of  design,  sound  proofreading  is  certainly 
a  feature  of  workmanlike  production.  The  book  without  a  typo¬ 
graphic  error  is  difficult  if  not  impossible  of  accomplishment,  but 
every  self-respecting  printer  will  strive  to  make  books  as  free  as 
possible  from  obvious  and  annoying  misprints.  I  confess  to  writing 
this  statement  with  no  inconsiderable  trepidation,  trusting  hopefully 
that  no  typographical  error  will  creep  into  this  very  page! 

After  our  type  pages  are  set,  we  will  make  sure  that  margins  of 
a  book  in  the  traditional  style  are  properly  proportioned.  The  ac¬ 
cepted  relationship  is  for  the  margin  toward  the  binding  edge  or 
gutter  to  be  the  narrowest,  with  the  margins  to  the  top,  outer  edge, 
and  bottom  of  the  page  increasing  progressively.  Should  we  be 
planning  a  book  along  modern  non-traditional  lines,  there  is  wider 
latitude  in  the  arrangement  of  margins,  but  designers  of  modest 
ability  will  do  well  to  stick  to  the  time-tried  style. 
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After  we  have  achieved  a  legible  setting  of  type  pages,  it  is 
essential,  if  we  are  to  safeguard  the  legibility  at  which  we  aim,  that 
the  pages  be  printed  sharply  and  clearly  in  good  black  ink,  with 
a  uniform  color  and  strength  of  impression  maintained  throughout 
the  book.  More  well-designed  and  well-set  volumes  have  been  dis¬ 
qualified  from  consideration  in  bookmaking  contests  for  poor  press- 
work  than  for  any  other  cause. 

Book  presswork  may  seem  simple,  but  it  is  not;  and  the  press¬ 
man  who  can  print  type  forms  with  just  the  right  amount  of  ink 
and  the  proper  degree  of  impression,  and  maintain  these  factors 
constant,  is  the  exception  rather  than  the  rule.  The  fraternity  of 
American  pressmen  have  come  to  look  on  halftone  forms  or  process 
color  printing  with  respect,  as  being  truly  worthy  of  their  skill,  dis¬ 
missing  a  chase  of  book  pages  with  the  contemptuous  remark  that 
it  is  “only  a  type  form.” 

If  our  finished  book  is  to  be  a  workmanlike  product  the  pages 
must  be  accurately  “lined  up”  before  printing,  so  that  the  pages  will 
face  each  other  accurately  when  the  sheets  are  folded.  It  is  essential, 
too,  that  the  pages  printed  on  the  second  side  of  the  sheet  shall 
“back  up”  accurately  the  pages  first  printed.  The  precision  of 
back-up,  page  for  page  and  line  for  line,  achieved  in  some  conti¬ 
nental  pressrooms  would  prove  a  revelation  to  many  American 
pressmen,  should  they  take  the  trouble  to  examine  some  carefully 
produced  European  books.  It  is  only  fair  to  say,  however,  that  the 
better  American  book-printing  plants  have  effected  a  notable  im¬ 
provement  in  the  quality  of  presswork  during  the  last  decade. 

Recognition  of  words  in  reading  reaches  the  maximum  of  effi¬ 
ciency  when  type  is  printed  in  an  intense  but  dull  black  on  white 
paper.  Whenever  the  contrast  is  reduced,  either  by  graying  the  ink 
or  tinting  the  paper,  or  both,  we  must  face  the  realization  that  legi¬ 
bility  is  to  some  extent  jeopardized.  This  loss  can  be  compensated 
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for  by  an  increase  in  the  size  and  weight  of  the  type,  but  the  safest 
formula  for  book  printing  calls  for  black  ink  on  white  paper. 

We  next  come  to  our  average  reader’s  demand  for  a  book  easy 
and  comfortable  to  handle.  This  brings  up  considerations  of  size, 
weight,  paper  stock,  and  binding,  regarding  all  of  which  decisions 
must  be  made. 

The  dimensions  of  a  book  will  turn  largely  on  the  character  of 
the  manuscript.  If  the  book  is  one  to  be  read  for  pleasure,  the  volume 
should  be  kept  within  such  range  of  size  as  can  be  held  comfortably 
in  the  hand.  As  Aldus  once  learned  to  make,  for  the  convenience  of 
the  reader,  small  books  instead  of  ponderous  folios,  so  can  many  of 
our  better  printers  advantageously  reduce  the  magnificent  but  un¬ 
wieldy  dimensions  of  some  of  the  volumes  they  produce.  If,  on  the 
other  hand,  we  have  to  deal  with  a  scientific  monograph  requiring 
large-scale  illustrations,  which  will  in  practical  use  be  consulted  on 
a  desk  or  reading  table,  the  size  of  the  volume  may  quite  properly 
be  radically  increased.  Here  again  function  can  and  should  control 
the  form  to  be  adopted. 

The  weight  of  the  book  to  be  held  in  the  hand  and  read  for 
pleasure  is  a  feature  of  importance,  the  possibilities  of  which  we  have 
failed  to  appreciate.  It  will  require  no  labored  argument  to  prove 
that  such  a  book  should  be  as  light  as  possible.  British  publishers 
achieve  light  weight  in  popular  books  through  the  use  of  light 
papers  made  from  the  esparto  grass,  which  appears  to  be  grown 
exclusively  in  Spain  and  northern  Africa.  In  the  United  States 
“high-bulking”  papers  are  used  almost  universally  by  publishers,  not 
because  anyone  likes  them,  but  because  the  public  seems  to  have 
fallen  into  the  habit  of  judging  the  market  value  of  a  book  by  its 
physical  bulk.  Since  publishers  must  live,  improvement  in  this  par¬ 
ticular  can  be  expected  only  from  the  public’s  expressed  willingness 
to  pay  as  much  for  a  small  convenient-to-handle  book  with  a  given 
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literary  content  as  for  a  clumsy  “stuffed-shirt”  presentation  of  the 
same  text  in  artificially  bulked-up  form.  The  least  indication  of  a 
change  of  heart  in  this  connection  on  the  part  of  book-buyers  would 
encourage  publishers  to  abandon  a  practice  which  is  distressing  to 
everyone  concerned  with  the  production  of  books. 

Not  alone  does  bulking  paper  produce  froth  without  substance, 
but  its  spongy  and  porous  formation  puts  sharp  and  clear  presswork 
almost  beyond  the  bounds  of  possibility.  The  best  printing  can  be 
done  on  paper  of  solid,  even  texture,  with  a  surface  relatively  smooth, 
but  not  so  smooth  as  to  make  it  shiny. 

What  quality  of  paper  should  be  used?  Here  is  a  knotty  problem 
indeed,  for  we  must  reconcile  the  ideal  with  the  practical.  All-rag 
paper  is  acknowledged  to  be  the  best,  especially  so  far  as  perma¬ 
nence  is  concerned,  but  it  often  costs  ten  times  as  much  per  pound 
as  another  paper,  made  from  cheaper  materials,  which  is  entirely 
acceptable  from  the  viewpoint  of  appearance. 

We  hear  a  good  deal  today  about  the  quick  disintegration  of 
modern  papers;  such  discussion  relates  mostly  to  newsprint,  which 
is  made  of  ground  wood  and  is  not  designed  to  last.  The  cheapest 
book  papers  will  discolor  in  five  or  ten  years,  but  a  fair  grade  of 
paper,  sold  at  a  price  within  the  budget  of  the  average  book  pub¬ 
lisher,  will  last  long  enough,  in  good  condition,  for  most  practical 
purposes,  For  the  printing  of  a  text  which  is  likely  to  be  consulted 
for  the  next  two  hundred  years,  a  permanent  all-rag  paper  should 
be  used.  But  most  novels  will  go  out  of  circulation  before  the  paper 
on  which  they  are  printed  begins  to  discolor,  and  many  books  of 
other  character  become  obsolete  almost  before  the  ink  with  which 
they  are  printed  has  a  good  chance  to  dry.  A  handbook  of  aviation 
mechanics  need  not  last  very  long,  because  ten  successively  revised 
and  rewritten  editions  will  have  appeared  before  the  paper  of  the 
first  printing  turns  yellow.  I  think  reasonable  people  will  agree  that 
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it  is  sensible  to  have  books  of  ephemeral  usefulness  produced  at  a 
cost  which  justifies  prices  the  reader  can  afford  to  pay. 

Perhaps  we  can  here  take  a  leaf  from  the  experience  of  several 
important  daily  newspapers  which  print  a  small  number  of  each 
issue  on  all-rag  paper  for  preservation  by  libraries.  This  is  a  wise 
move,  for  the  newspaper  provides  an  historical  record  of  primary 
importance  which  should  be  permanently  preserved. 

The  greatest  complaints  about  book  papers  come  also  from 
libraries,  where  books  are  used  not  by  one  reader  but  by  hundreds. 
Under  this  strain  it  is  natural  that  books  manufactured  primarily 
for  the  individual  reader  should  go  to  pieces.  The  newspapers  have 
suggested  a  solution:  that  a  special  library  edition  of  important  and 
even  of  unimportant  books  should  be  printed  on  rag  paper  and 
specially  bound.  The  libraries  could  well  afford  to  pay  the  extra 
cost  of  materials,  for  it  would  amount  to  less  than  the  present  cost 
of  replacement  copies.  This  special  library  edition,  which  might  be 
run  first,  could  also  be  bought  by  collectors  of  first  editions. 

It  appears  today  that  the  problem  of  permanent  preservation  of 
material  which  is  essentially  ephemeral  is  likely  to  be  solved  by 
photographing  it  on  microfilm.  This  film  requires  for  storage  but 
an  infinitesimal  fraction  of  the  space  required  for  shelving  news¬ 
paper  files  and  sets  of  books.  Technical  developments  in  this  field 
are  being  made  rapidly,  and  the  <£filmbook”  appears  to  have  im¬ 
portant  possibilities. 

One  of  the  essentials  to  comfortable  reading  of  any  printed  book 
is  that  it  shall  open  easily  and  stay  open.  Fortunately,  the  prevailing 
practice  of  sewing  even  the  least  expensive  books  meets  this  require¬ 
ment,  when  there  are  not  too  many  pages  in  a  signature  and  when 
the  paper  used  is  not  too  stiff.  It  is  important,  however,  that  the 
“grain”  of  the  paper,  which  runs  the  length  of  the  papermaking 
machine,  should  run  parallel  with  the  binding  edge  of  the  book. 
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Most  books  which  will  not  lie  flat  when  opened  are  printed  on 
paper  with  the  grain  in  the  wrong  direction. 

To  be  of  true  importance  in  the  work  of  the  world,  books  must 
be  read,  and  as  a  condition  precedent  thereto  they  must  be  sold. 
This  injects  into  the  planning  problem  certain  economic  considera¬ 
tions.  For  if  good  bookmaking  is  to  become  and  continue  possible, 
books  must  be  produced  at  a  cost  within  reason  and  sold  at  a  price 
within  reason,  and  yet  yield  to  the  publisher  a  profit  which  will 
justify  his  investment  in  brains  and  money — with  the  emphasis,  if 
you  please,  on  the  first-named  ingredient.  Fortunately,  fine  book¬ 
making  from  the  point  of  view  of  artistry  does  not  necessarily  mean 
expensive  bookmaking,  but  it  does  demand  something  approaching 
genius  in  planning,  and  infinite  pains  in  supervising  production. 

The  average  printer  has  little  conception  of  the  care  required  to 
produce  a  fine  book.  In  this  connection  I  always  think  of  the  motto 
chosen  by  Walter  Gilliss  as  a  rule  of  work  as  well  as  to  embody  his 
printer’s  mark:  “Trifles  make  perfection,  but  perfection  is  no  trifle.” 
For  a  memorial  volume  in  honor  of  Gilliss,  which  I  endeavored  to 
print  in  a  format  which  he  would  have  approved,  Dr.  John  H. 
Finley  deftly  wove  this  motto  into  these  lines  of  affectionate  tribute: 

For  his  enduring  epitaph  we  take 
His  Printer’s  Motto,  set  in  jeweled  ring: 

Though  little  things  perfection  ma\e 
Perfection  is  no  little  thing. 

But  while  we  strive  for  perfection,  we  can  do  so  along  sensible 
and  efficient  lines.  The  theorists  do  a  great  deal  of  talking  about 
the  degradation  incident  to  machine  production.  It  is  beyond  denial 
that  the  change  from  a  hand  to  a  mechanical  method  of  production 
generally  results  at  first  in  lower  standards  of  execution.  But  as  the 
machine  process  becomes  perfected,  the  printers  interested  in  a  high 
standard  of  work  can  regain  that  standard  in  machine  operation. 
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In  presswork,  for  example,  I  can  see  no  characteristic  in  hand-press 
printing  which  cannot  be  obtained  with  careful  and  competent 
operation  of  a  modern  power  press.  The  first  type  composition  by 
mechanical  process  was  of  poor  quality  indeed,  but  there  can  now 
be  produced  by  machine  excellent  typesetting,  in  faces  of  good 
design,  well  spaced  and  well  cast.  And  the  difference  in  cost  between 
setting  body  matter  by  hand  and  machine  is,  of  course,  spectacular. 

In  one  day’s  reading  I  recently  ran  across  statements  of  two 
opinions  on  this  question  which  were  so  diametrically  opposed  as  to 
be  startling.  I  cannot  resist  the  temptation  to  quote  them  both  here. 
The  first  was  written  by  Hans  Mardersteig  in  his  excellent  book  on 
the  aims  and  work  of  the  Officina  Bodoni,  now  at  Verona,  Italy, 
which  has  produced  many  fine  books: 

Just  as  in  all  other  arts  and  crafts  which  were  the  bearers  of  an  old 
tradition,  so  did  the  invention  of  machinery  imply  the  destruction  of  the 
art  of  printing.  The  printing  of  books  became  a  set,  commercial  affair,  in 
fact  a  mechanical  achievement.  Men  like  William  Morris,  Charles  Ricketts, 
T.  J.  Cobden-Sanderson,  Emery  Walker  and  others,  artists  or  men  imbued 
with  noble  culture  and  a  far-reaching  education  were  the  saviors  of  this 
chaotic  period  in  which  the  mechanic  determined  the  artistic  level  of 
typography.  These  men  returned  to  the  hand-press  and  by  hand  labor, 
comparable  only  to  that  of  the  earliest  printers,  they  regained  a  lost  terri¬ 
tory  for  art.  Once  more  books  were  produced  which  from  their  conception 
down  to  the  last  detail  of  their  material  completion  were  the  outcome  of 
one  idea  and  animated  by  one  and  the  same  spirit.  The  work  of  those 
Englishmen  sounded  an  alarm  to  the  whole  world,  did  indeed  meet  with 
response  in  a  few  countries,  and  it  is  essential  that  their  labor  shall  be 
fructified  and  kept  alive.  The  book  in  its  highest  achievement  must  always 
be  a  work  of  art,  and  the  instrument  with  which  such  an  aim  may  un¬ 
doubtedly  best  be  achieved  is  the  hand-press. 

The  other  was  written  by  a  brilliant  English  author,  Aldous 
Huxley,  a  man  concerned  with  the  writing  rather  than  the  manu- 
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facture  of  books,  but  apparently  seeing  clearly  the  principles  that 
must  control  the  effective  distribution  of  modern  literature.  Huxley 
wrote  in  Printing  of  To-Day  this  pungent  comment: 

The  problem  which  confronts  the  contemporary  printer  may  be  briefly 
stated  as  follows:  to  produce  beautiful  and  modern  print-patterns  by  means 
of  labor-saving  machinery.  There  have  been  numerous  attempts  in  recent 
years  to  improve  the  quality  of  printing.  But  of  these  attempts  too  many 
have  been  made  in  the  wrong  spirit.  Instead  of  trying  to  exploit  modern 
machinery,  many  artistic  printers  have  rejected  it  altogether  and  reverted 
to  the  primitive  methods  of  an  earlier  age.  Instead  of  trying  to  create  new 
forms  of  type  and  decoration,  they  have  imitated  the  styles  of  the  past. 
This  prejudice  in  favor  of  hand-work  and  ancient  decorative  forms  was 
the  result  of  an  inevitable  reaction  against  the  soulless  ugliness  of  nine¬ 
teenth-century  industrialism.  Machines  were  producing  beastliness.  It  was 
only  natural  that  sensitive  men  should  have  wished  to  abandon  the  use 
of  machines  and  to  return  to  the  artistic  conventions  in  vogue  before  the 
development  of  machinery.  It  has  become  obvious  that  the  machine  is 
here  to  stay.  Whole  armies  of  William  Morrises  and  Tolstoys  could  not 
now  expel  it.  Even  in  primitive  India  it  has  proved  itself  too  strong  for 
those  who  would,  with  Gandhi,  resist  its  encroachments.  The  sensible 
thing  to  do  is  not  to  revolt  against  the  inevitable,  but  to  use  and  modify 
it,  to  make  it  serve  your  purposes.  Machines  exist;  let  us  then  exploit 
them  to  create  beauty — a  modern  beauty,  while  we  are  about  it.  For  we 
live  in  the  twentieth  century;  let  us  frankly  admit  it  and  not  pretend  that 
we  live  in  the  fifteenth.  The  work  of  the  backward-looking  hand-printers 
may  be  excellent  in  its  way;  but  its  way  is  not  the  contemporary  way. 
Their  books  are  often  beautiful,  but  with  a  borrowed  beauty  expressive 
of  nothing  in  the  world  in  which  we  happen  to  live.  They  are  also,  as  it 
happens,  so  expensive,  that  only  the  very  rich  can  afford  to  buy  them. 
The  printer  who  makes  a  fetish  of  hand-work  and  medieval  craftsmanship, 
who  refuses  to  tolerate  the  machine  or  to  make  any  effort  to  improve  the 
quality  of  its  output,  thereby  condemns  the  ordinary  reader  to  a  perpetuity 
of  ugly  printing.  As  an  ordinary  reader,  who  cannot  afford  to  buy  hand¬ 
made  books,  I  object  to  the  archaizing  printer.  It  is  only  from  the  man  with 
the  machine  that  I  can  hope  for  any  amelioration  of  my  lot  as  a  reader. 
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It  seems  to  me  that  the  book  artist  of  the  present  and  future 
should  take  advantage  of  the  economies  of  mechanical  processes, 
while  insisting  upon  a  high  standard  of  product.  When  men  of  real 
ability  turn  their  attention  to  obtaining  the  best  work  by  the  most 
effective  means,  real  progress  will  surely  result.  The  cause  of  fine 
bookmaking  will  not  be  served  by  a  stupid  and  unthinking  loyalty 
to  antiquated  production  methods. 

In  our  formula  for  a  book  to  meet  the  needs  and  wishes  of  the 
average  reader,  beauty,  grace,  and  verve  were  specified  as  plus 
values  greatly  to  be  desired  after  the  purely  functional  demands  have 
been  met.  Certainly  a  degree  of  charm  will  make  soundly  planned 
books  more  attractive  and  pleasant  to  read  and  handle.  Functional 
considerations  will  prevent  us  from  making  bad  books,  but  to  make 
great  books  we  must  pass  the  boundary  of  negative  rules  and  give 
rein  to  creative  abilities. 

Some  extremists  may  urge  that,  since  the  purpose  of  books  is  to 
be  read,  any  features  which  do  not  promote  legibility  are  excres¬ 
cences  and  tend  to  diminish  rather  than  increase  the  merit  of  the 
book.  That  a  book  unfitted  to  its  purpose  is  wrong,  and  that  an 
illegible  book  is  pernicious,  all  will  be  ready  to  admit.  It  is  further 
true  that  a  logically  planned  book,  like  a  logically  planned  building, 
has  in  it  many  elements  of  beauty.  But  these  principles  alone  will 
not  suffice  to  produce  the  best  books  of  which  we  are  capable.  Were 
they  carried  to  their  logical  conclusion,  we  would  never  have  an 
initial  letter,  a  headband,  a  border,  a  decoration  on  a  title  page,  a 
touch  of  color,  or  any  of  the  gracious  features  which  can  contribute 
so  largely  to  make  a  book  charming. 

In  many  books,  beauty  is  an  end  in  itself  to  be  sought  beyond 
strict  fitness  to  purpose.  This  statement  implies  that  there  are  some 
books  in  which  beauty  is  a  desideratum  and  others  in  which  charm 
is  not  a  factor  of  material  importance.  When  we  attempt  a  classi- 
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fication,  the  distinction  appears  to  lie  between  a  work  of  utility 
only  and  a  work  of  literary  art.  Even  the  most  enthusiastic  typog¬ 
rapher  could  hardly  summon  much  enthusiasm  for  the  embellish¬ 
ment  of  a  dictionary  or  a  trade  directory  or  a  cable  code  book, 
though  he  might  be  sincerely  interested  in  their  sound  typographical 
design.  For  works  of  this  character,  legibility  and  convenience  of 
consultation  may  well  be  the  features  exclusively  sought. 

But  when  we  turn  to  works  of  creative  literary  art — novels, 
poetry,  essays,  and  the  like — a  different  situation  prevails.  It  is  not 
essential  to  the  physical  actualities  of  life  that  such  books  should  be 
read.  They  are  read  for  pleasure:  for  gratification  of  our  artistic 
perceptions.  They  are,  in  other  words,  food  for  the  spirit.  Can  we 
not  then  enjoy  them  esthetically  at  the  same  time,  not  only  for  the 
text  we  read,  but  also  for  the  beauty  of  their  appearance,  which  we 
likewise  perceive  through  our  eyes?  I  think  so.  I  believe  it  is  a  crying 
shame  that  so  much  beautiful  literature  of  the  present  day  comes  to 
us  in  such  unesthetic  form  as  it  does. 

The  object  of  any  work  of  art  is  to  evoke  an  emotion.  Does  a 
poem  of  real  significance  run  a  better  chance  of  gaining  its  object 
when  it  comes  to  us  in  the  crowded  columns  of  a  newspaper,  or 
when  the  page  is  not  only  clear  typographically,  but  beautiful  as 
well?  We  react  to  art  not  through  one  sense  at  a  time.  It  is  on  rare 
occasions  that  we  can  see  a  work  of  art  in  any  medium,  independent 
of  its  environment.  We  absorb  unconsciously  other  impressions  than 
those  gained  from  the  object  nominally  holding  our  attention. 

This  certainly  is  true  of  books,  or  so  many  people  would  not 
appreciate  finely  made  books.  And  it  is  worthy  of  note  that  the 
modern  books  most  in  favor  with  present-day  booklovers  are  not 
those  of  the  severely  plain  school,  but  those  to  which  the  creative 
fancy  of  the  designer  has  made  a  contribution.  As  a  picture  frame 
executed  by  a  master  of  the  framing  art  can  help  present  a  great 
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oil  painting  more  favorably  than  when  the  canvas  is  stretched  bare 
over  its  frame,  so  can  the  artist  in  bookmaking  present  to  the  reader 
a  literary  composition  in  a  setting  favorable  to  its  esthetic  appre¬ 
ciation  and  enjoyment. 

Then  there  is  the  element  of  variety.  I  do  not  believe  in  stand¬ 
ardization  in  book  plan  or  design.  There  is  in  progress  a  crusade  to 
effect  standardization  in  the  sizes  of  printed  matter.  Such  a  course 
deadens  interest  and  increases  monotony.  In  other  applied  arts  we 
have  decided  that  standardization  is  depressing.  In  architecture,  we 
do  not  design  all  houses  of  the  same  shape  and  size.  In  town  plan¬ 
ning  and  landscape  work  we  endeavor  to  attain  variety  rather  than 
uniformity.  I  believe  the  same  principles  apply  to  book  design. 

The  unofficial  standardization  of  novel  format,  I  must  confess, 
annoys  me.  I  should  find  refreshing  a  novel  a  little  taller  or  a  little 
wider  or  a  little  thinner  than  usual.  I  believe  publishers  would  find 
it  worth  while  occasionally  to  break  away  from  the  standard  and  do 
a  bit  of  pioneering.  Individuality  is  surely  a  desideratum.  Just  so 
long  as  a  book  does  not  become  freakish,  the  more  it  has  in  the  way 
of  personality  the  better. 

We  can  conceive  of  a  committee  of  experts  in  typography  and 
book  design  meeting  in  council  and  determining  upon  the  most 
logical  form  for  the  novel.  They  might  fix,  by  common  consent,  on 
a  good  type-page  size,  the  paper  size,  the  face  and  size  of  type  in 
which  the  text  should  be  set.  They  could  select  the  type  for  chapter 
headings,  running  heads,  and  the  like.  Basing  their  decisions  wholly 
on  functional  considerations,  they  would  eschew  decoration.  Let  us 
then  presume  that  publishers  adopted  this  as  a  standard  novel  for¬ 
mat.  I  can  conceive  reading  the  first  novel  in  this  form  and  appre¬ 
ciating  its  legibility  and  the  logic  of  its  plan.  When  I  had  read  the 
fourth  novel  so  standardized  in  format  I  should  be  losing  some  ap¬ 
preciation  of  its  merits,  and  after  the  twentieth  I  am  sure  I  would 
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wish  the  twenty-first  were  printed  in  red  ink !  No,  there  are  other 
desiderata  than  legibility  in  reading  purposed  for  esthetic  enjoyment. 

The  appreciation  of  charmingly  designed  books  being  so  general 
among  readers,  it  seems  probable  that  more  effort  could  profitably 
be  devoted  to  make  more  attractive  books  of  wide  trade  circulation. 
It  would  be  so  simple  to  lend  a  little  more  grace  to  the  average  novel, 
and  the  effort  would  be  all  in  the  composition.  Paper  can  remain 
cheap,  cloth  inexpensive,  yet  with  a  little  more  thought  given  to 
tasteful  design,  a  book  can  be  made  charming  instead  of  bleak.  I 
believe,  therefore,  in  good  book  decoration,  sparingly  but  feelingly 
used.  I  believe  in  putting  more  into  books  than  the  bare  demands 
of  fitness  to  purpose.  Sound  in  kind  and  right  in  measure,  decoration 
will  add  to  the  beauty  of  widely  read  books.  It  will  make  them  more 
worthy  the  attention  of  those  accustomed  to  high  standards  of 
artistry  in  other  objects  of  daily  use.  It  will  make  them  more  pleas¬ 
ing  to  read.  It  will  sell  more  books. 

A  title  page  offers  special  opportunity  for  a  graceful  touch  in 
the  way  of  picture  or  ornament.  The  copy  on  the  modern  title  page 
is  usually  brief,  and  after  this  is  set  in  type  ample  space  remains  for 
other  use.  Too  much  decoration  is,  of  course,  worse  than  none  at 
all;  but  a  little,  tastefully  applied,  is  generally  a  help,  except  in 
cases  where  the  subject  and  character  of  the  book  demand  severity 
and  simplicity  of  treatment. 

The  binding  of  modern  books  offers  a  wide  range  of  opportunity 
to  the  book  designer.  Here  again  I  would  consider  variety  and  indi¬ 
viduality  to  be  cardinal  virtues.  In  the  past,  books  have  looked  too 
much  alike  and,  in  general,  have  been  too  drab.  Binding  cloths  are 
available  in  a  wide  range  of  subdued  or  lively  colors,  finished  or 
unfinished,  in  considerable  variety  of  texture.  Decorative  binding 
cloths  are  beginning  to  appear  in  Europe  and  it  is  only  a  matter  of 
time  when  they  will  come  into  use  here.  Meanwhile,  a  few  enter- 
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prising  publishers  have  begun  the  interesting  experiment  o£  print¬ 
ing,  by  the  offset  process,  illustration  or  decoration  directly  on  the 
binding  cloth.  A  number  of  publishers  have  used  decorative  papers 
to  cover  the  boards  of  the  binding.  Many  of  these  papers  are  charm¬ 
ing.  The  only  drawback  is  that  paper  over  board  sides  makes  a  much 
less  durable  binding;  though,  with  a  cloth  backbone,  the  result  is 
fairly  satisfactory.  In  the  book  proper  the  binding  is  often  the 
gayest  feature  so  far  as  color  and  design  are  concerned. 

In  present-day  commercial  book  design  there  is  one  feature  in 
the  conception  of  which  fancy  can  run  riot:  the  jacket.  The  attrac¬ 
tiveness  of  the  jacket  is  known  to  have  an  important  influence  on 
the  sale  of  the  book,  for  the  volume  is  clothed  in  its  jacket  when  it 
stands  on  the  table  or  shelf  of  the  bookseller.  Naturally,  a  jacket 
which  arrests  attention  runs  a  far  better  chance  of  being,  in  the  first 
instance,  inspected  and,  in  the  second  instance,  sold,  than  a  jacket 
which  plays  the  part  of  the  shrinking  violet  among  its  neighbors. 

It  is  encouraging  to  report  that  more  and  more  trade  books, 
sound  in  legibility  and  in  standards  of  manufacture,  and  possessed 
in  addition  of  the  precious  assets  of  individuality  and  charm,  are 
coming  from  the  presses  each  year.  Bookmaking  standards  have 
improved  more  in  the  last  fifteen  years  than  in  any  preceding  half 
century.  Many  talented  designers  are  devoting  their  attention  exclu¬ 
sively  to  the  planning  of  books,  better  typefaces  are  becoming  avail¬ 
able  for  machine  composition,  more  pressrooms  are  setting  up  work¬ 
manlike  standards  of  printing. 

It  finally  remains  to  point  out  that  we  are  in  the  midst  of  a 
veritable  renaissance  in  book  illustration.  The  newspaper  rotogravure 
sections  started  public  appreciation  of  and  interest  in  pictures,  the 
daily  newspapers  played  up  news  photographs,  and  the  new  and 
successful  picture  magazines  have  capped  the  pictorial  climax.  Mean¬ 
while  the  art  of  the  photographer  has  kept  pace  with  the  demand. 
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The  public  interest  in  pictures  has  likewise  made  itself  felt  in  the 
book-publishing  field,  and  the  services  of  many  able  artists  have 
been  drafted  to  enliven  books  with  interesting  and  vital  illustrations, 
as  has  already  been  pointed  out.  It  seems  likely  that  more  and  more 
books  of  general  interest  will  be  illustrated. 

First-rate  contemporary  writing  is,  I  believe,  the  meat  into  which 
the  best  book  printers  of  the  present  day  should  sink  their  teeth.  It 
seems  to  me  a  depressing  anomaly  that,  with  isolated  exceptions, 
our  best  printing  talent  is  devoted  to  the  reprinting  of  standard  texts 
already  available  in  dozens  of  more  or  less  satisfactory  editions. 
This  accounts  for  many  finely  printed  books  being  placed  promptly 
and  permanently  on  the  shelves,  after  one  examination,  by  the 
purchasers  of  their  typography  and  illustrations.  The  weakness  of 
the  private  presses  and  of  printers  working  in  the  private-press  tradi¬ 
tion  is  that  instead  of  putting  into  type  new  and  significant  manu¬ 
scripts,  they  spend  their  energy  in  bringing  out  the  ninety-seventh 
printing  of  A  Sentimental  Journey  or  the  forty-ninth  of  The  Scarlet 
Letter.  At  the  same  time,  the  best  of  our  contemporary  literature  is 
being  printed  in  exceedingly  shoddy  form.  It  is  encouraging,  how¬ 
ever,  to  note  that  when  original  writing  of  merit  is  made  into  a 
finely  printed  book,  its  market  value  often  reflects  the  potency  of 
this  praiseworthy  alliance. 

A  large  audience  is  an  inspiration  to  any  public  speaker.  In  just 
the  same  way,  thousands  of  prospective  readers  should  prove  an 
inspiration  to  a  book  designer  to  give  these  readers  the  best  that  it  is 
possible  for  him  to  achieve  in  functional  effectiveness  and  beauty 
of  form,  within  practical  limitations  of  cost. 

In  the  manuscript  of  an  outstanding  novel,  or  able  biography, 
or  some  distinguished  work  of  non-fiction,  I  see  a  challenge  to  our 
highest  abilities  in  book  design  and  production  to  make  contem¬ 
porary  books  of  the  greatest  human  significance  the  best  exemplars 


THE  PRINTER’S  IDEALS  601 

of  the  bookmaking  art.  We  must  not  and  shall  not  fail  to  rise  to 
this  great  opportunity. 

Books  were  not  made  more  beautiful  by  the  invention  of  print¬ 
ing,  the  five-hundredth  anniversary  of  which  is  upon  us;  but  by  the 
use  of  the  new  process  beautiful  books  were  produced  in  quantity 
and,  through  wider  consequent  circulation,  became — instead  of 
decorations  on  the  shelves  of  the  wealthy  and  powerful — vital  forces 
in  molding  the  thought  of  the  people.  From  this  precedent  is  logi¬ 
cally  derived  the  objective  we  have  stated:  the  fine  making  of  com¬ 
mon  books.  Is  not  this  an  ambition  to  challenge  the  imagination 
of  the  bookmaker  of  idealism? 
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SINCE  this  volume  undertakes  to  present  a  consecutive  account  of  the 
historical  development  and  present  status  of  printing  and  book¬ 
making,  rather  than  a  series  of  technical  monographs  on  various 
aspects  of  the  subject,  a  series  of  notes  compiled  during  the  examina¬ 
tion  of  the  many  authorities  consulted  is  omitted  for  practical  reasons. 
But  fairly  complete  bibliographical  references  to  source  material  on  the 
subjects  dealt  with  in  the  chapters  of  this  book  are  appended,  for  the  benefit 
of  those  who  may  wish  to  devote  further  study  to  any  particular  features 
of  bookmaking  history  or  practice. 

On  one  point,  however,  I  wish  to  report  here  some  supplementary 
information.  On  page  116  of  the  text,  in  Chapter  VIII,  there  is  a  brief 
reference  to  an  important  piece  of  evidence  which  I  had  only  recently  seen. 
After  this  chapter  had  been  made  up  in  page  form,  during  a  visit  to  the 
Henry  E.  Huntington  Library  in  San  Marino,  California,  my  attention 
was  directed  by  Mr.  Roland  O.  Baughman  to  an  exceedingly  interesting 
manuscript  volume  illustrated  with  woodcuts  which  were  not  tipped  in 
but  were  integral  parts  of  the  volume.  This  Beichtbuchlein  (HM  195)  is  a 
manuscript  on  vellum  of  159  leaves,  with  18  woodcut  illustrations,  the 
printing  of  which  “was  obviously  done  in  collaboration  with  the  scribe.” 
It  was  written  and  printed  at  Nonnberg  in  Salzburg,  Austria,  circa  1435, 
and  is  known  from  the  place  of  its  production  as  the  Nonnberg  Passion. 
Its  date  is  determined  from  two  inscriptions  in  the  text — one,  1433,  on 
fob  53;  the  other,  1435,  on  fol.  70.  Authorities  who  have  seen  the  woodcuts 
agree  that  1435  is  a  sound  dating  for  the  blocks. 

This  volume  cannot  be  regarded  as  a  chiroxylographic  block  book,  but 
it  certainly  represents  a  stage  in  the  transition  from  the  manuscript  book, 
through  the  chiroxylographic  block  book  like  the  Excr citium  super  Pater 
Noster  (described  on  page  116),  to  the  block  book  proper  in  which  both 
the  text  and  the  illustrations  were  printed  from  woodblocks.  It  is  thus 
of  great  importance  to  the  history  of  bookmaking  and  will  well  repay 
further  study. 
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For  full  information  regarding  the  Nonnberg  Passion  I  am  indebted 
to  Mr.  Reginald  B.  Haselden,  the  distinguished  curator  of  manuscripts  of 
the  Henry  E.  Huntington  Library. 
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Abrahamson,  Ben,  acknowledgment  to, 
vii 

Ac\ermann  von  Bohmen,  first  illustrated 
printed  book,  239-241 

Adams,  James,  first  printer  in  Delaware, 

444 

Adler,  Elmer  (Pynson  Printers),  493, 

495)  497 

Advertising,  printed,  502 

Ahiram,  tomb  of,  30-31 

Aitken,  Robert,  printer  at  Philadelphia, 

436 

Alabama,  first  printing  in,  448 

Aldus  Manutius,  197;  as  editor  and  pub¬ 
lisher,  205-206;  Greek  types  of,  208, 
280;  roman  typeface  designed  for,  208- 
209,  572-573;  italic  type  cut  for,  210- 
2i3,  573;  works  of,  pirated,  213;  acad¬ 
emy  founded  by,  213;  business  diffi¬ 
culties  of,  2 13-2 14;  trade-mark  of,  215, 
300;  not  the  originator  of  gold  tooling, 
54i 

Alexeieff,  A.,  illustrator,  514 

Allen,  Albert  H.,  acknowledgment  to, 
•  •  • 
vm 

Almanacs,  American  colonial,  422 

Alphabet,  20-39;  phonetic,  21;  origin  of, 
21;  consonantal,  29,  36;  function  of,  30; 
in  western  Europe,  40-59 
See  also  Arabic,  Aramaean,  Etruscan, 
Greek,  Hebrew,  Latin,  Phoenician,  Sa¬ 
maritan,  Slavic,  Yiddish;  capital  letters, 
majuscule,  minuscule,  small  letters, 
uncial. 

Alphabetum  Graecum  of  1543,  339,  341- 

343 

Altschul,  Frank  (Overbrook  Press),  480 


Alvise,  G.  and  A.,  first  to  use  type  orna¬ 
ments,  272,  273;  illustrated  Aesop 

printed  by,  349 

Amerbach,  Johann,  printer  of  early  illus¬ 
trated  books  at  Basel,  246;  miniature 
book  printed  by,  308,  309 

America,  first  papermaking  in,  63;  first 
printing  in,  390-400 

American  Antiquarian  Society,  founded 
by  Isaiah  Thomas,  433-434 

American  Institute  of  Graphic  Arts,  xii, 
xiii 

Amman,  Jost,  illustration  of  early  type¬ 
casting  by,  232;  representation  of  early 
printing  press  by,  237-238 

Anderson,  Alexander,  early  American  en¬ 
graver,  550 

Andrews,  Eben  T.,  on  Indian  Bible 
bought  for  Isaiah  Thomas,  410;  part¬ 
ner  of  Thomas,  431 

Angelo,  Valenti,  modern  hand  illumina¬ 
tion  by,  490;  Golden  Cross  press  of, 
495;  illustrator,  497,  518 

Anglo-Saxon  half-uncials,  54 

Anima  Mea,  Gulielmus,  printer  at  Ven¬ 
ice,  349 

Anthoensen,  Fred  (South worth- Anthoen- 
sen  Press),  495 

Apocalypse,  block  book,  114,  116;  printed 
with  Diirer  woodcuts,  252 

Arabic  alphabet,  21 

Arabic  numerals,  59-60 

Arabs,  diffusion  of  papermaking  by,  63- 

65 

Aramaean  alphabet,  39 

Arizona,  date  of  first  printing  in,  449 
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Arp,  Hans,  surrealist  illustrator,  523 

Arrighi,  Ludovico  degli,  cutter  of  italic 
typeface  at  Rome,  212 

Ars  moriendi,  block  book,  116,  117-119 

Art  Institute  of  Chicago,  acknowledg¬ 
ment  to,  vii 

Ascensius,  Jodocus  Badius,  representation 
of  printing  press  of,  237,  238;  printer’s 
mark  of,  293-294,  566;  father-in-law  of 
Robert  Estienne,  330;  scholarship  of, 

335 

Ashbee,  C.  R.,  and  the  Essex  House 
Press,  468 

Ashendene  Press,  465-468 

Ashendene  typeface,  481 

Assyrians,  7-8,  10 

Astronomical  calendar  for  1448,  316; 
types  of,  143,  145 

Audin,  Marius,  on  Alphabetum  Graecum 

of  J543>  343 

Augsburg,  early  illustrated  books  printed 
at,  241-244;  ornamental  initials  and  bor¬ 
ders  made  at,  272 

Austen,  John,  illustrator,  512 

Austria,  first  printing  in,  at  Vienna,  195 

Avignon,  invention  of  “writing  artifi¬ 
cially”  at,  1 80-1 81 

Avon  typeface,  465 

Aztec  symbols,  phonetic  elements  in,  8 

Babylonian  linear  script,  25,  29;  lan¬ 
guage,  25,  30 

Babylonians,  7,  10,  24 

Bache,  Benjamin  Franklin,  on  Francois 
Ambroise  Didot,  384 

Bade,  Josse.  See  Ascensius. 

Baker,  Collins,  quoted,  on  William  Blake, 

371 

Bamler,  Johann,  early  printer  at  Augs- 
burg,  244 

Bagdad,  papermaking  at,  63,  64 


Balearic  Islands,  first  printing  in,  at  Val- 
demosa,  195 

Barbcro,  Gil,  pressman  with  Juan  Pablos, 

392 

Barbier,  Jean,  early  printer  at  London, 
224 

Baskerville,  John,  wove  paper  originated 
by,  72,  374;  career  of,  373-382;  his  dis¬ 
ciples,  383-389;  quoted,  on  ideals  in 
printing,  376;  folio  Bible  printed  by, 
377;  Greek  type  made  by,  377 

Baskerville  typeface,  580 

Batchelor,  Joseph,  papermaker  for  Kelm- 
scott  Press,  458 

Bates,  Francisco,  first  printer  at  Merida, 
Mexico,  398 

Baudicr,  Paul,  wood  engraver,  514 
Beardsley,  Aubrey,  illustrator,  510,  51 1 
Beaujon,  Paul.  See  Warde,  Beatrice. 
Beaumont,  Cyril  W.,  474 
Bechtermiinze  brothers,  157-158 

Beck,  Reinhard,  printer’s  mark  of,  298, 
299 

Beilenson,  Peter  (Peter  Pauper  Press), 
480;  Edna  and  Peter  (Walpole  Print¬ 
ing,  Office),  495 

Belgium,  first  printing  in,  at  Alost,  192 
Bell  typeface,  580 

Bellaert,  Jacob,  first  known  printer  at 
Haarlem,  17 1,  192,  256;  printer’s  mark 
of,  302 

Bembo  typeface,  210,  580 
Ben  Sussan,  Ren^,  lithographer,  514 
Benton,  Linn  Boyd,  inventor  of  punch¬ 
cutting  machine,  525 

Bernard,  Auguste,  on  first  use  of  royal 
Greek  types,  339,  341 

Bernard,  Emile,  wood  engraver,  514 
Berner,  Conrad,  Frankfurt  typefounder, 
339)  340)  573 

Bernhard,  Lucian,  illustrator,  495 
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Bernhard  Maler,  associate  of  Ratdolt  at 
Venice,  272 

Berthelet,  Thomas,  fine  binder  in  Eng- 
land,  543 

Bertolf  von  Hanau,  140,  187 

Beughem,  Cornelius,  bibliographer  of  in¬ 
cunabula,  322 

Bewick,  Thomas,  English  wood  engraver, 
549-550 

Bible,  42-line,  146,  149,  150,  152;  36-line, 
143,  149,  150,  154-156;  Fust  and  Schoef- 
fer’s,  155;  Cologne,  248,  253,  274;  Com- 
plutensian  New  Testament,  280;  Fro- 
ben’s,  206,  307;  15th  century  editions 
of,  313;  verse  division  in,  by  Robert 
Estienne,  331;  Malermi,  349;  Plantin’s 
polyglot,  362-365;  Baskerville’s  folio, 
377;  Didot,  384;  Eliot’s  Indian  transla¬ 
tion,  406-410;  Isaiah  Thomas’s  issues  of, 
432;  first  American  edition  of,  in  Eng¬ 
lish,  436-437;  Bruce  Rogers’  lectern, 
488,  491 

Biblia  pauperum,  block  book,  117,  254; 
printed  by  Albrecht  Pfister,  with  illus¬ 
trations,  241 

Bibliographies  of  incunabula,  322-326 

Bienne,  Jean,  301 

Binding,  of  pamphlets  and  magazines, 
531;  of  books,  532-533 

Black  Cat  Press,  480,  496 

Blades,  William,  on  Caxton’s  printer’s 
mark,  294;  bibliographer  of  Caxton, 

324 

Blado,  Antonio,  printer’s  mark  of,  299, 
300 

Blado  italic  typeface,  580 

Blake,  William,  English  engraver,  371- 
372 

Blau  monuments,  9 

Bliss,  Douglas  Percy,  illustrator,  512 

Block  books,  1 14-122;  documentary  rec¬ 
ords  of,  1 20- 1 22 
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Block  printing  in  China,  84-91;  in  Japan, 
85;  spread  of,  93;  in  Egypt,  94;  in  Eu¬ 
rope,  101-113 

See  also  Woodcuts,  Block  books. 

Blumenthal,  Joseph  (Spiral  Press),  480, 
495 

Boccaccio,  221,  260,  266,  349 

Bodoni,  Giambattista,  383,  384;  employed 
in  the  press  of  the  Propaganda,  Rome, 
386;  director  of  ducal  press,  Parma, 
388;  typography  of,  388;  influence  on, 
of  the  Didots,  575,  578;  type  designs  of, 
578-579 

Bodoni  typefaces,  582 

Bohemia,  first  printing  in,  at  Pilsen,  195 

Bois  Protat,  13 1 

Bonnard,  Pierre,  illustrator,  521,  522 

Bookbinding,  process  of,  532-533,  546,547 

Bookbindings,  letter  stamps  for,  132; 
origin  of,  535;  early  embellishments  of, 
536'537;  stamped,  537;  tools  for,  537; 
effect  on,  of  invention  of  printing,  538; 
decoration  of,  regional  styles  in,  538- 
539;  panel  dies  for,  538-539;  cuir-cisele, 
539;  gold  tooling  in,  539-541,  544;  in 
cloth,  545;  modern  opportunities  in, 
598-599 

Book  clinic,  xxvii 

Book  decoration,  269-277;  in  16th  century 
Parisian  Horae,  346-347;  by  18th  cen¬ 
tury  French  engravers,  370;  by  Wil¬ 
liam  Morris,  455,  456,  457;  by  Charles 
Ricketts,  464;  colored,  by  Eragny  Press, 
465;  fitness  to  purpose  in,  595-596 

Book  design,  as  an  art,  xi,  xv;  and  cost 
of  production,  xiv-xv;  function  in,  502, 
585;  variety  in,  597 

Book  illustration,  15th  century,  with 
woodcuts,  239-263;  first  printed  in 
colors,  244;  engraved,  264-268;  in  Italy, 
I5th-i6th  centuries,  348-359;  engraved, 
1 8th  century,  369-372;  by  Edward 
Burne-Jones,  455,  456,  459;  for  Gregy- 
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nog  Press,  473;  modern,  509-523;  photo¬ 
mechanical  processes  in,  509,  552-556; 
in  England,  19th  century,  5 10-5 12;  con¬ 
temporary,  5 12-5 14;  in  France,  514, 
521-522;  in  Germany,  516;  in  United 
States,  516,  518,  521;  methods  of  print¬ 
ing,  549-556;  renaissance  in,  599-600 

Book  jackets,  508,  599 

Book  production,  processes  of,  524-533; 
value  of  mechanical  processes  in,  594, 

595 

Book  of  Kells,  53,  80 

Books,  early  forms  of,  76,  84,  534-535; 
handwritten,  76-83;  ideal  dimensions 
of,  589 

Books  of  hours,  274,  276;  in  Germany, 
276;  in  England,  276;  miniature,  in 
Greek,  310;  smallest,  printed  by  Julian 
Notary,  310-31 1;  Parisian,  343-347; 
Venetian,  351;  distinctive  title  pages  of, 
566,  569 

Borders,  decorative,  272,  275,  277;  in  Rat- 
dolt’s  edition  of  Euclid,  283,  285 

Botel,  Heinrich,  early  printer  in  Spain, 
193 

Botticelli,  influence  of,  in  Florentine  book 
illustration,  356 

Boucher,  Lucien,  illustrator,  514 

Bourgeois,  Jean  le,  early  printer  at  Rouen, 
274 

Boustrophedon  writing,  36 

Boyd,  Joseph,  pioneer  printer  at  Pitts- 
burgh,  447 

Bradford,  Andrew,  printer  at  Philadel¬ 
phia,  416,  417,  439;  competitor  of  Ben¬ 
jamin  Franklin,  421-422 

Bradford,  John  and  Fielding,  first  printers 
in  Kentucky,  447 

Bradford,  William,  first  printer  in  Penn¬ 
sylvania,  435-436;  in  New  York,  416, 
436,  439;  in  New  Jersey,  440 

Bradshaw,  Henry,  on  Utrecht  as  site  of 


primitive  Dutch  press,  175;  bibliog 
rapher  of  incunabula,  323 

Braque,  Georges,  illustrator,  522 

Braud,  Denis,  first  printer  in  Louisiana, 

445 

Bray,  Horace  W.,  473;  illustrator,  512 

Breasted,  James  H.,  quoted,  n,  27 

Bremer  Press,  480 

Brigham,  Clarence  S.,  bibliographer  of 
American  newspapers,  434 

Brissaud,  Pierre,  illustrator,  514 

Brito,  Jean,  pretended  inventor  of  print* 
ing,  180 

Brocar,  Arnaldo  Guillen  de,  printer  of 
Complutensian  Polyglot  at  Alcala,  280 

Brockway,  Wallace,  acknowledgment  to, 
viii 

Broene,  Frances,  acknowledgment  to,  viii 

Brown,  Ford  Madox,  illustrator,  510 

Brown,  Horatio,  on  number  of  15th  cen¬ 
tury  printers  at  Venice,  214 

Brown,  William,  pioneer  printer  at  Que¬ 
bec,  445 

Browne,  Hablot  K.,  illustrator,  510 

Brun,  Peter,  early  printer  at  Tortosa  and 
Barcelona,  194 

Bruyer,  Georges,  wood  engraver,  514 

Bueno,  Manuel,  first  printer  at  Vera 
Cruz,  Mexico,  398 

Bui  zu  dutsch,  earliest  known  book  with 
title  page,  560,  561 

Butler,  Pierce,  acknowledgment  to,  vi 

Breydenbach’s  Peregrinationes,  247,  248, 
263,  267,  318 

Brunet,  J.  C.,  bibliographer,  324 

Buddhism,  as  aid  to  spread  of  papermak¬ 
ing,  63;  of  block  printing,  85-86;  per¬ 
secution  of,  in  China,  86 

Bulle,  John,  early  printer  at  Rome,  224 
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Bulmer,  William,  550 

Bulmer  typeface,  580 

Burgundy,  William  Caxton  in,  216-221 

Burne-Jones,  Edward,  illustrator,  455-456, 

457.  459.  46o>  510 

Bushell,  John,  first  printer  at  Halifax, 
Nova  Scotia,  444 

Buyer,  Barthelemy,  patron  of  first  print¬ 
ing  at  Lyons,  190,  258 

Byblos,  30 

C  (letter),  origin  of,  in  early  Latin  alpha¬ 
bet,  44 

Cadmus,  34 

Calafat,  Nicolaus,  first  printer  in  Balearic 
Islands,  195 

California,  first  printing  in,  400,  449 

Cambridge  University  Press,  Bruce 
Rogers  at,  488 

Campbell,  M.  F.  A.  G.,  bibliographer  of 
Dutch  incunabula,  324 

Capitals,  47;  continued  use  of,  in  MSS, 
48,  51;  special  functions  of,  51,  58; 
Gothic  elaboration  of,  57;  rustic  form 
of,  47,  48;  efforts  to  abolish,  504,  505 

Carlegle,  wood  engraver,  514 

Carlyle,  Alexander,  quoted,  on  John  Bas- 
kerville,  373 

Caroline  minuscules,  56;  revival  of,  57-58, 
200 

Carpenter,  Rhys,  on  age  of  Greek  alpha¬ 
bet,  33 

Carter,  John,  on  history  of  cloth  bindings, 

545 

Carter,  Thomas  F.,  on  block-printed  play¬ 
ing  cards,  93;  on  transmission  of  block 
printing  to  Europe,  94 

Caslon,  William,  374;  commended  by 
Baskerville,  376;  work  of,  as  a  type¬ 
founder,  576-578 

Caslon  typeface,  576,  578 
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Castaldi,  Pamfilo,  pretended  inventor  of 
printing,  180 

Catholicon,  Mainz  edition  of,  1460,  156- 

*5  7 

Catterson-Smith,  R.,  460,  468 

Caxton,  William,  printer  at  Bruges,  192; 
commercial  career  of,  216-218;  trans¬ 
lations  made  by,  218,  226;  quotations 
from,  218,  226-228;  books  printed  by, 
221,  222;  printer  at  Westminster,  221- 
222;  service  of,  to  English  language 
and  literature,  226-227;  illustrated 
books  printed  by,  262;  books  of  hours 
printed  by,  276;  printer’s  mark  of,  294- 
296;  did  not  use  title  pages,  562 

Cennini,  Cennino,  on  oil  pigments,  128 

Centaur  typeface,  488,  489,  580 

Centenera,  Antonio  de,  early  printer  at 
Zamorra,  262 

CH  (letters),  use  of,  in  Latin  alphabet, 
for  Greek  chi,  45 

Chagall,  Marc,  illustrator,  522 

Champfleury  by  Geofroy  Tory,  336-337, 

574 

Chancery  script,  21 1;  type  designed  from, 
for  Aldus,  210-212,  215 

Charless,  Joseph,  first  printer  in  Missouri, 

448 

Chaucer  typeface,  456,  457 

China,  origin  of  paper  in,  61-62;  inven¬ 
tion  of  printing  in,  84-91,  95-97;  T’ang 
dynasty  in,  85,  91;  earliest  book  printed 
in,  86-88;  invention  of  movable  types 
in,  95-97 

Chinese  language,  ideographic  writing  of, 
3-4;  has  phonetic  elements,  8;  unsuit¬ 
able  for  printing,  84,  99 

Chirico,  Giorgio  de,  illustrator,  520,  522 

Choffard,  Pierre,  French  18th  century  en¬ 
graver,  370 

Ciripagus,  described,  133 

Clarke,  Rene,  illustrator,  497,  521 
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Claudin,  Anatole,  historian  of  French 
printing,  19 1 

Clay  tablets,  as  writing  material,  10,  534 
Cleland,  Thomas  M.,  illustrator,  495,  497, 
516 

Cloister  typeface,  582 

Cobden-Sanderson,  T.  J.,  and  the  Doves 
Press,  468,  471;  decoration  of  bookbind¬ 
ings  improved  by,  547 

Cochin,  Charles  Nicolas,  French  18th  cen¬ 
tury  engraver,  370 

Cockerell,  Douglas,  on  Cobden-Sanderson 
as  bookbinder,  547 

Cockerell,  Sydney,  466 

Codex  form  of  early  books,  76,  535 

Codex  sinaiticus,  81-82 

Cole,  Timothy,  wood  engraver,  553 

Coleman,  Carroll  D.  (Prairie  Press),  496 

Colin,  P.  E.,  illustrator,  514 

Colines,  Simon  de,  printer  at  Paris,  301; 
associate  of  Henri  Estienne,  333;  Horae 
printed  by,  344-347 

Collins,  Hal,  illustrator,  512 
Cologne,  John  of,  partner  of  Nicolas  Jen¬ 
son,  202 

Cologne  Bible  of  1478,  248,  253,  274 
Cologne  Chronicle,  statement  in,  regard¬ 
ing  invention  of  printing,  162,  165-166 

Colophon,  of  Fust  and  Schoeffer  Psalter, 
1457,  153,  290;  of  Mainz  Catholicon, 
1460,  157;  of  Institutes  of  Justinian, 
1468,  159;  function  of,  304;  definition 
and  contents  of,  558;  evolution  of  title 
page  from,  559 

Colorado,  date  of  first  printing  in,  449 
Collotype,  556 

Columbus,  letter  of,  320,  564 
Complutensian  Polyglot,  280 

Composition,  early  methods  of,  234-235; 
present  methods  of,  525;  by  machine, 
527-528;  ideals  of,  586 


Connecticut,  first  printing  in,  440 

Cooper,  Oswald,  type  designer,  583 

Coornhert,  Dirck,  statement  by,  on  in¬ 
vention  of  printing  at  Haarlem,  167- 
168 

Copinger,  Walter  A.,  bibliographer  of  in¬ 
cunabula,  323 

Copperplate  engravings,  112 

Cornelis,  bookbinder  at  Haarlem,  170, 

U1,  *73 

Cornelis,  Jacob,  wood  engraver,  302 

Corneno,  Petrus  de,  geometric  diagrams 
printed  by,  284 

Corvinus,  Matthias,  15th  century  biblio¬ 
phile,  540 

Coster,  Lourens  Janszoon,  claim  of,  to  in¬ 
vention  of  printing,  165-172;  identifica¬ 
tion  of,  1 71 

Costeriana,  173-180;  dating  of,  178;  char¬ 
acter  of  types  in,  178,  180;  method  of 
casting  types  used  in,  180,  230-231 

Cotti,  Eduardo,  type  designer,  580 

Couteau,  Gilles,  printer’s  mark  of,  291, 
292 

Covarrubias,  Miguel,  illustrator,  497,  516 

Covici,  Pascal,  v,  viii 

Covici  edition  of  Canterbury  Tales,  516 

Crane,  Walter,  illustrator,  512 

Crantz,  Martin,  pioneer  printer  in  France, 
188-190 

Cremer,  Heinrich,  150 

Cremonensis,  Bartholomaeus,  early  printer 
at  Venice,  270 

Crete,  linear  pictographs  found  in,  2; 
script  of,  22,  23,  29 

Crivelli,  Taddeo,  early  map  engraver,  266 

Cromberger,  Juan,  printer  at  Seville,  sent 
printer  to  Mexico,  290-292 

Crotch,  W.  J.  B.,  on  Caxton  at  Utrecht, 
217 

Cruikshank,  George,  illustrator,  510 
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Cuala  Press,  472 
Cuir-cisele  bindings,  539 
Cumae,  Greek  alphabet  of,  41,  42 
Cuneiform  writing,  10 
Cursive  writing,  13,  48;  modifying  influ¬ 
ences  of,  50,  52;  changes  in,  59 

Curwen  Press,  497 

Cusi,  Meschullam,  first  printer  to  use  He¬ 
brew  type,  282 

Cylinder  press,  530-531 
Cyprus,  22,  23;  Phoenician  inscription 
from,  31-32;  ancient  syllabary  of,  22,  23 

Czechoslovakia.  See  Bohemia. 
Czechoslovakian  Government  Printing 
Office,  497 

Daglish,  E.  Fitch,  illustrator,  514 
Dali,  Salvador,  surrealist  illustrator,  523 
Daniel,  C.  H.  O.,  and  his  private  press, 
464 

Daniel  Press,  463 

Dante,  early  illustrated  edition  of,  267, 
349;  Ashendene  edition  of,  468,  469; 
John  Henry  Nash  edition  of,  493; 
Nonesuch  edition  of,  499 

David,  Hermine,  illustrator,  514 

Davies,  Hugh  W.,  on  symbolism  of  Fust 
and  Schoeffer’s  printer’s  mark,  290- 
291;  on  orb  -  and  -  cross  symbol  in 
printers’  marks,  292;  on  Caxton’s  de¬ 
vice,  295 

Davies,  Misses,  patrons  of  the  Gregynog 
Press,  472 

Davis,  James,  first  printer  in  North  Caro¬ 
lina,  444 

Day,  Matthew,  second  English  printer  in 
America,  402,  404-405 

Day,  Stephen,  first  English  printer  in 
America,  402,  404-405 

Dean,  Mallette,  illustrator,  521 
Decoration.  See  Book  decoration. 


Deepdene  typeface,  582 

Degas,  H.  G.  E.,  illustrator,  522 

Delalain,  Paul,  on  orb-and-cross  symbol 
in  printers’  marks,  292-293 

Delaware,  first  printing  in,  444 

De  Morgan,  on  Ratdolt’s  production  of 
mathematical  diagrams,  284 

Demotic  writing,  13 

Denmark,  first  printing  in,  at  Odensee, 

*95 

Derain,  Andre,  illustrator,  522 

Derome,  Nicholas  Denis,  French  book¬ 
binder,  543 

Deslignieres,  wood  engraver,  514 

De  Vinne,  Theodore  L.,  tribute  to,  485 

Diamond  Sutra,  earliest  printed  book,  87- 

88 

Dibdin,  Thomas  F.,  quoted,  on  Basker- 
ville’s  folio  Bible,  377 

Didot,  Firmin,  384;  type  designs  of,  575 

Didot,  Francois,  383 

Didot,  Francois  Ambroise,  383;  instructor 
of  Benjamin  Franklin  Bache,  384;  type 
designs  of,  575 

Didot,  Pierre,  I’aine,  384 

Didot  Bible,  384,  385 

Didot  family,  printers  and  typefounders, 

383 

Digamma,  45 

Dignimont,  Andre,  illustrator,  514 

Dinckmut,  Conrad,  early  printer  at  Ulm, 
246 

Diptychs,  Pompeian,  534 

Distel  typeface,  481 

Doctrinale,  gette  en  molle,  121;  mythical 
edition  of,  with  types  stolen  from  Cos¬ 
ter,  170,  173;  primitive  Dutch  editions 
of,  176-178,  179 

Dolet,  Etienne,  printer-martyr  at  Paris, 

335-336 


THE  INDEX 


654 

Donatus,  Aelius,  Latin  grammar  by,  319; 
block  book  editions  of,  120;  earliest 
printed  editions  of,  143,  145,  146,  147; 
primitive  Dutch  editions  of,  166,  173, 
176;  first  Italian  edition  of,  184 

Donatus,  Paris,  types  of,  143,  145 

Dorat’s  Les  Baisers,  369 

Doreurs  sur  cuir  at  Paris,  541,  542 

Douglas,  Charles  H.,  acknowledgment  to, 
vi 

Doves  Press,  468,  470,  471;  influence  of, 
in  Germany,  481 

Drapers,  printers  at  Boston,  428 

Drouard,  Raphael,  illustrator,  514 

Duff,  Gordon,  on  John  Lettou,  early  Lon¬ 
don  printer,  224 

Dufy,  Raoul,  illustrator,  522 

Dulac,  Edmund,  illustrator,  512 

Dun  Emer  Press,  472 

Dupre,  Jean,  early  printer  at  Paris,  260; 
decorative  woodcuts  used  by,  274;  en¬ 
graved  decorations  used  by,  276;  printer 
of  bpoks  of  hours,  276 

Diirer,  Albrecht,  early  woodcut  artist, 
246,  252,  257 

Dwiggins,  W.  A.,  illustrator,  497,  518; 
type  designer,  583 

Dziatzko,  Karl,  study  of  42-line  Bible  by, 
152;  study  of  36-line  Bible  by,  154;  on 
Ordinance  of  Charles  VII,  159 

Edelstein,  Der,  second  illustrated  printed 
book,  241 

Eggestein,  Heinrich,  early  printer  at 
Strasbourg,  182-183 

Egypt,  first  papermaking  in,  63,  64-65; 
block  printing  in,  94-95 

Egyptian  inscriptions,  9,  n 

Egyptians,  ancient,  systems  of  writing  of, 
5,  6,  7;  demotic  and  hieratic,  13;  con¬ 
servatism  in,  24;  in  Sinai,  27-29 


Ehmcke,  F.  H.,  type  designer,  579 
Eichenberg,  Fritz,  illustrator,  521 
Eisen,  Charles,  369,  371 
Electra  typeface,  583 

Elieser,  Rabbi,  first  printer  in  Portugal, 
195,  276 

Eliot,  John,  and  the  Indian  Bible  of  1663, 
406-410 

Elston  Press,  474 
Eltville,  158 

Elzevir  family,  printers’  marks  of,  303 

England,  manuscript  writing  revived  in, 
54;  first  papermaking  in,  63,  67;  state 
of,  1430-1460,  124;  first  printing  in, 
194,  221;  early  illustrated  books  printed 
in,  262;  revival  of  craftsmanship  in, 
451-461;  private  presses  in,  463-474; 
contemporary  fine  printing  in,  498-499; 
book  illustration  in,  19th  century,  510- 
512;  same,  contemporary,  5 12-5 14;  type 
design  in,  576-578 

English,  first  printing  in,  at  Bruges,  1476, 
192,  220 

Engravings,  technique  of,  in  early  block 
prints,  1 12;  on  metal,  early  records  of, 
133;  in  early  book  illustrations,  264- 
268;  in  decorative  elements,  276,  370; 
used  for  printing  music,  286;  vogue  of, 
1 8th  century,  369-372 

Enschede,  Charles,  on  “Abklatsch” 
method  of  early  type  production,  230; 
author  of  book  on  typefounding  in 
Netherlands,  575-576 

Enschede,  J.,  en  Zonen,  497 
Ensched6  typefoundry,  575 
Eragny  Press,  465 
Erbar,  Jacob,  type  designer,  579 
Ernst,  Max,  surrealist  illustrator,  523 
Ernst-Ludwig  Press,  481 

Espinosa,  Antonio,  punch-cutter  and 
printer  in  Mexico,  396,  398 
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Essex  House  Press,  468 

Estienne,  Charles,  301,  331,  332,  333 

Estienne,  Francois,  331 

Estienne,  Francois  II,  332 

Estienne,  Henri,  328 

Estienne,  Henri  II,  332 

Estienne,  Robert,  printer’s  mark  of,  301; 
sketch  of,  329-331;  and  the  royal  Greek 
types,  339 

Estienne,  Robert  II,  332 

Etaples,  Jacques  Le  Febvre  d’,  editor  un¬ 
der  Henri  Estienne,  328 

Etruscan  alphabet,  41-43 
Etruscans,  40 

Euclid’s  Elements,  first  printed  edition  of, 
283-284,  316 

Evans,  Arthur,  2,  23 

Evans,  Margaret  (Overbrook  Press),  480 
Eve,  Clovis,  French  binder,  541-542 
Eve,  Nicholas,  French  binder,  542 

Exercitium  super  Pater  Noster,  block 
book,  1 16 

F  (letter),  in  ancient  Greek  alphabets,  38; 
in  earliest  Latin  alphabet,  44,  45 

Fabriano,  paper  mills  at,  63,  66;  water¬ 
marks  first  used  at,  71 

Falk,  Franz,  on  letter  stamps  for  book¬ 
bindings,  132 

Falke,  Pierre,  illustrator,  514 
Falls,  C.  B.,  illustrator,  497,  521 
Fass,  John  (Harbor  Press),  495 
Feipel,  Louis  N.,  acknowledgment  to,  vi 
Fell  types,  464,  4 66,  576 

Feng  Tao,  promoter  of  printing  in  China, 
89-91 

Ferguson,  Robert,  pioneer  printer  in  Ten¬ 
nessee,  447 

Fernandez,  Alfonso,  early  Spanish 
printer,  276 


Fernandez,  Fray  Alonzo,  on  first  print¬ 
ing  in  Mexico,  393 

Fernandez,  Valentin,  early  printer  at  Lis¬ 
bon,  262 

Ferrandus,  Thomas,  early  printer  at  Bres¬ 
cia,  279 

Fichet,  Guillaume,  letter  of,  naming 
Gutenberg  as  inventor  of  printing,  161, 
190;  sponsor  of  first  printing  in  France, 
188,  190 

Fifteenth  century  in  Europe,  123-126, 

3II'312 

Fifty  Books  exhibitions,  xxvi-xxvii 
Finley,  John  H.,  on  Walter  Gillis,  592 

Fischer,  Gotthelf,  on  Diurnale  Mogunti- 
num,  306,  308 

Fleischmann,  J.  M.,  Dutch  punch-cutter, 

575 

Floethe,  Richard,  illustrator,  497,  521 

Florence,  characteristic  book  illustrations 
produced  at,  348,  352;  center  of  book 
illustration  in  Italy,  352-359;  rappresen - 
tazioni  at,  356 

Flores,  Francisca,  woman  printer  at 
Oaxaca,  398 

Florida,  first  printing  in,  448 
Forgue,  Norman,  book  designer,  496 
Forster,  P.  J.,  448 

Forty-two-line  Bible,  146;  types  of,  149; 
copy  of,  rubricated  in  1456,  150;  cir¬ 
cumstances  of  printing,  152 

Forum  capitals  (typeface),  582 
Foster,  Birket,  illustrator,  510 
Foster,  John,  early  printer  at  Boston,  41 1 
Foster,  Marcia  Lane,  illustrator,  514 
Fouchy,  Philippe  Grandjean  de,  French 
punch-cutter,  574 

Four  Horsemen,  Diirer’s  woodcut,  252, 
257 

Foudrinier,  Henry,  papermaker,  72 
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Fournier,  Simon  Pierre,  le  jeune,  384,  388, 

575 

Fournier  typeface,  580 

Fowle,  Daniel,  first  printer  in  New 
Hampshire,  444 

Fowle,  Zechariah,  employer  of  Isaiah 
Thomas,  426,  427 

Fraktur  types,  revolt  against,  504,  579 

France,  early  papermaking  in,  67;  state  of, 
1428-1450,  124;  early  illustrated  books 
printed  in,  256-260;  early  book  decora¬ 
tion  in,  274-276;  1 8th  century  vogue  of 
engraving  in,  369-371;  contemporary 
book  illustration  in,  514,  521-522;  type 
design  in,  573-575 

Franklin,  Ann  Smith,  441 

Franklin,  Benjamin,  quoted,  on  Basker- 
ville’s  types,  380;  sketch  of,  413-425; 
partners  of,  in  South  Carolina,  442 

Franklin,  James,  established  New  Eng¬ 
land  Courant,  413;  arrest  and  imprison¬ 
ment  of,  414;  first  printer  in  Rhode 
Island,  440-441 

Freedman,  Barnett,  illustrator,  512 

Freedom  of  the  press,  in  America,  439- 
440 

Friburger,  Michael,  pioneer  printer  in 
France,  188-190 

Froben,  Johann,  small  Bible  printed  by, 
306,  307 

Function  in  book  design,  502,  585 

F inter,  M.,  printer  of  early  illustrated 
books  at  Basel,  246 

Fust,  Johann,  140-141,  150,  152;  death  of, 
158;  named  as  one  of  the  inventors  of 
printing,  159,  162,  163;  accused  of  theft 
of  printing  from  Coster,  170 

Fust  and  Schoeffer,  140,  150,  152,  153, 
156,  158,  269,  270;  printers  of  the  30- 
line  Indulgence,  149;  printer’s  mark  of, 
289-290;  counterfeited  and  imitated, 
291 


G  (letter),  origin  of,  in  early  Latin  al¬ 
phabet,  44,  45 

Gansefleisch.  See  Gutenberg. 

Garamond,  Claude,  cutter  of  royal  Greek 
types  for  Francis  I,  280,  339;  type  de¬ 
signer,  338-339,  340;  oriental  types  of, 
386;  roman  types  of,  573-574 

Garamond  typefaces,  573,  574,  582 

Gardiner,  Alan  H.,  26 

Garnett,  Porter,  and  the  Laboratory  Press, 

479 

Garnett,  David,  498 

Gascon,  le,  French  binder,  543 

Gay,  Zhenya,  illustrator,  497,  512 

Gelthus,  Adam,  epitaph  on  Gutenberg 
by,  141,  162 

Gensamer,  Ted  (Powgen  Press),  495 

Gensfleisch.  See  Gutenberg. 

Gentry,  Helen,  book  designer,  495 

Georgia,  first  printing  in,  444-445 

Gere,  Charles  M.,  illustrator  for  Ashen- 
dene  Press,  468 

Gering,  Ulrich,  pioneer  printer  in  France, 
188-190 

Germany,  early  paper  mill  in,  63,  67; 
cultural  state  of,  1436-1450,  123-124; 
character  of  incunabula  printed  in,  321; 
private  presses  in,  480-481;  “new” 
typography  in,  504-505;  contemporary 
book  illustrations  in,  516;  type  design 
in,  579-580 

Gesamt\atalog  der  Wiegendruc\e,  326 

Gherling,  Johann,  early  printer  at  Bar¬ 
celona,  194 

Ghirlandaio,  influence  of,  in  Florentine 
book  illustrations,  356 

Gibbings,  Robert,  of  the  Golden  Cockerel 
Press,  471;  illustrator,  512 

Gilbert,  John,  illustrator,  510 

Gill,  Eric,  illustrator,  512,  513;  type  de¬ 
signer,  580 
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Gill  Sans  typeface,  580 

Gillis,  Walter,  tribute  to,  485-486,  592 

Gilmore,  Thomas,  pioneer  printer  at  Que¬ 
bec,  445 

Giovanni,  Bartolommeo,  maker  of  Floren¬ 
tine  woodcuts,  356 

Giron,  Mariano,  first  printer  at  Guadala¬ 
jara,  Mexico,  398 

Giunta,  Filippo,  printer  at  Florence,  358 
Giunta,  Lucantonio,  publisher  at  Venice, 
349 

Giunta  family,  printers’  marks  of,  300 
Gleeson,  Evelyn,  of  the  Cuala  Press,  472 

Glover,  Rev.  Jose,  brought  first  press  to 
Massachusetts,  401-402 

Goddard,  Mary  Katherine,  438 
Goddard,  Sarah  Updike,  441 

Goddard,  William,  printer  at  Annapolis, 
438;  creator  of  American  postal  system, 
438-439;  earlier  at  Providence,  R.  I., 

441 

Gold  tooling,  539-541;  in  Germany,  544 

Gold  and  silversmiths,  as  engravers,  112; 
connected  with  invention  of  printing, 
133,  180,  187;  punch-cutters,  212;  metal 
casters,  230 

Golden  age  of  typography,  327-347 
Golden  Cockerel  Press,  471,  497 
Golden  Legend,  no,  222,  314 
Golden  typeface,  452 

Goldschmidt,  E.  P.,  acknowledgment  to, 
vii;  on  early  bookbindings,  538,  540 

Goodwin,  Walter  (Rydal  Press),  496 

Gorton,  Abraham,  second  printer  to  use 
Flebrew  type,  282 

Gothic,  origin  of  the  term,  200 
Gothic  period,  in  writing,  56-57 

Gothic  types,  use  of,  194,  200,  210;  de¬ 
signed  by  Nicolas  Jenson,  202;  pre¬ 
ferred  for  Parisian  Horae,  346;  in  ear¬ 
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liest  Mexican  books,  395;  “pointed”  and 
“rounded,”  571 

Goudy,  Bertha,  476 

Goudy,  Frederic  W.,  and  the  Village 
Press,  476;  typefaces  designed  by,  582- 

583 

Goudy  typefaces,  582 

Gourmont,  Gilles  de,  printer  at  Paris, 

335 

Grabhorn,  Edwin  and  Robert,  apprecia¬ 
tion  of,  490;  book  designers,  497 

Graesse,  bibliographer,  324 

Graffiti,  49 

Gran j  on,  Robert,  designer  of  italic  types, 
338-339;  of  lettres  de  civilite,  574 

Granjon  typeface,  580 

Gravelot,  Hubert  F.,  369 

Greek  alphabet,  21-22;  Phoenician  origin 
of,  22,  33-34;  early  specimens  of,  34- 
35;  improvements  in,  35-37;  “eastern” 
and  “western,”  37-38;  introduction  of, 
into  Italy,  40-43 

Greek  literature,  brought  to  western  Eu¬ 
rope,  125,  312;  published  by  Aldus  at 
Venice,  205-206;  proportion  of,  in  in¬ 
cunabula,  318-319,  321;  published  by 
the  Estiennes,  328,  330 

Greek  types,  first  use  of  (Subiaco,  1465), 
184-185,  278;  made  by  Jenson,  202, 
279;  made  by  Aldus,  208,  280;  attempt 
at,  by  Peter  Schoeffer,  279;  first  books 
wholly  in,  279;  in  Complutensian 
Polyglot,  280;  cut  by  Claude  Garamond 
for  Francis  I,  280-282,  339-343;  de¬ 
signed  by  Alexander  Wilson,  282;  by 
Richard  Porson,  282;  by  Simon  de 
Colines,  333;  by  John  Baskerville,  377; 
by  Willi  Wiegand,  480 

Green,  Bartholomew,  412;  printed  for 
Connecticut,  440 

Green,  Bartholomew  II,  at  Halifax,  444 
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Green,  Jonas,  printer  at  Annapolis,  438 

Green,  Samuel,  successor  to  Matthew  Day 
at  Cambridge,  Mass.,  406;  ancestor  of 
“Green  dynasty”  of  printers,  412; 
printed  for  Connecticut,  440 

Green,  Timothy,  printer  at  New  London, 
440 

Greenwood,  John  F.,  illustrator,  514 

Gregynog  Press,  472-473 

Greswell,  William  P.,  on  first  use  of  royal 
Greek  types,  339 

Griffo,  Francesco,  punch-cutter  of  type 
for  Aldus,  212,  213,  572 

Griggs,  F.  L.,  illustrator,  514 

Grolier,  Jean,  bindings  made  for,  541-542 

Grove,  Lee,  acknowledgment  to,  vi 

Grosz,  George,  illustrator,  497,  516 

Gryphe,  Franciscus,  printer  at  Paris,  335 

Gryphe,  Sebastien,  printer’s  mark  of,  292; 
printer  at  Lyons,  335 

Guerin,  Charles,  lithographer,  514 

Guicciardini,  Ludovico,  statement  by,  on 
invention  of  printing  in  Holland,  168 

Guilds,  medieval,  jurisdictional  disputes 
among,  241-242 

Guillard,  Charlotte,  first  important  woman 
printer,  335 

Guppy,  Henry,  on  St.  Christopher  wood- 
cut,  108-110;  on  contents  of  block 
books,  1 15;  on  block  book  Ars  Mori- 
endi,  116-117 

Gutenberg,  Johann,  137-142;  documents 
concerning,  142,  163-164;  death  and 
burial  of,  141-142;  production  of  ear¬ 
liest  types  by,  145-146;  not  the  printer 
of  the  “Gutenberg”  Bible,  146,  152; 
lawsuit  against,  by  Johann  Fust,  139- 
141,  163-164;  printer  of  36-line  Bible, 
156;  and  Catholicon  colophon,  157; 
named  as  inventor  of  printing,  159, 
161,  162;  Strasbourg  lawsuit  of,  138- 
139,  163-164;  at  Bamberg?  182 


Gutenberg  Bible.  See  Forty-two-line 
Bible. 

Gutenberg  Gesellschaft,  acknowledgment 
to,  vi 

Gutenberg  Museum,  Mainz,  144 

Guthrie,  James,  and  the  Pear  Tree  Press, 

473 

H  (letter),  different  functions  of,  in  early 
Greek  alphabets,  38;  in  Etruscan  and 
Latin  alphabets,  45 

Haarlem,  named  as  birthplace  of  print¬ 
ing,  167,  169-171;  first  identified  printer 
at,  192 

Haddon  Craftsmen,  495 

Hadriano  type  face,  582 

Haebler,  Konrad,  hypothesis  of,  on  first 
printing  in  Italy,  184-186;  his  researches 
on  printing  in  Spain,  192;  on  date  of 
Johann  Gherling  at  Barcelona,  194;  on 
possibility  of  15th  century  Russian 
printing,  195;  on  organized  trade  in  cast 
type,  234;  on  page  numbers  in  incuna¬ 
bula,  305;  on  15th  century  calendars, 
316;  his  Typenrepertorium,  324,  325; 
on  title  pages  in  incunabula,  560 

Hain,  Ludwig,  bibliographer  of  incunab¬ 
ula,  323 

Half-uncials,  52-53;  special  development 
of,  in  Ireland,  53-54;  Anglo-Saxon 
forms  of,  54 

Halftone  photo-engraving,  554-555 

Han,  Ulrich,  early  printer  at  Rome,  186; 
first  to  print  music  with  two  impres¬ 
sions,  288;  woodcut  illustrations  used 
by,  348;  roman  type  of,  572 

Handwriting.  See  Cursive  writing. 

Harbor  Press,  495,  497 

Harter,  Evelyn,  book  designer,  495 

Harvard  College  and  the  first  English 
press  in  America,  402,  406 
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Harvard  University  Press,  Bruce  Rogers 
at,  488 

Harwaerth,  Willi,  illustrator,  516 
Hawthorn  House,  480,  495,  497 
Hebrew  alphabet,  21,  36,  39 
Hebrew  type,  used  in  Spain  and  Portu¬ 
gal,  194,  276;  earliest  use  of,  282 

Heiligen  block  prints,  104;  Chinese  pro¬ 
totypes  of,  88 

Held,  John,  Jr.,  illustrator,  521 
Helmasperger  instrument,  163-164 
Henderson,  Keith,  illustrator,  512 

Henry,  Anthony,  printer  at  Halifax, 
Nova  Scotia,  427 

Henry  E.  Huntington  Library,  acknowl¬ 
edgment  to,  vi 

Herbst,  Johann,  in  1494  named  Guten¬ 
berg  as  inventor  of  printing,  162 

Herculaneum,  18,  48,  83 
Heritage  Press,  498 
Hermann-Paul,  wood  engraver,  514 
Hermes,  Gertrude,  473 
Hess,  Andreas,  first  printer  in  Hungary, 
*95 

Hewitt,  Graily,  artist  for  Ashendene 
Press,  468 

Heynlin,  Jean  (Johann),  161,  188,  190 

Hieratic  writing,  13 

Higman,  Jean,  printer  at  Paris,  328 

Hind,  Arthur  M.,  acknowledgment  to, 
vii;  on  technique  of  printing  early 
woodcuts,  106;  on  the  dating  of  block 
books,  1 15,  1 16;  on  Albrecht  Diirer, 
252;  on  early  Spanish  book  illustra¬ 
tions,  260,  262;  on  engraved  plate  in 
Caxton’s  Recuyelle,  266;  on  the  print¬ 
ing  of  colored  initials  in  the  1457 
Psalter,  270;  on  classification  of  Vene¬ 
tian  woodcuts,  349 

History  of  Printing  in  America  by  Isaiah 
Thomas,  432-433 


Hittites,  24,  29 

Hochfeder,  Caspar,  first  printer  in  Po¬ 
land,  195 

Hoell,  Louis,  punch-cutter,  480 

Hofer,  Philip,  on  printing  of  early  en¬ 
graved  plates,  267 

Hoffman,  Ludwig  von,  illustrator,  516 

Hoffman  tablet,  8 

Hogarth  Press,  473 

Holland,  Donatuses  printed  there,  166; 
primitive  printing  in,  173-180;  earliest 
known  printers  in,  1 91- 192;  early  illus¬ 
trated  books  printed  in,  254-256;  pri¬ 
vate  presses  in,  481;  type  design  in,  575 

Holle,  Lienhart,  early  printer  at  Ulm,  246 

Homophones,  5 

Hood,  John  B.,  pioneer  printer  in  Ala¬ 
bama,  448 

Hooper,  William  H.,  wood  engraver  for 
William  Morris,  455,  460;  for  Ashen¬ 
dene  Press,  468 

Housman,  Laurence,  illustrator,  512 

Horae.  See  Books  of  hours. 

Horgan,  Stephen  H.,  producer  of  first 
newspaper  halftone,  555 

Hornby,  St.  John,  and  the  Ashendene 
Press,  465-468 

Hughes-Stanton,  Blair,  illustrator,  473, 
512 

Humanism,  312 

Humanistic  book  hands,  58;  reproduced 
in  roman  types,  184,  200 

Humanistic  cursive,  reproduced  in  italic 
types,  2 1 0-2 1 2 

Humery,  Konrad,  14 1 

Hungary,  first  printing  in,  at  Budapest, 

*95 

Hunter,  Dard,  private  press  of,  476,  479 

Hurus,  Paul,  pioneer  printer  of  Bar¬ 
celona,  1 93-1 94;  at  Saragossa,  260 

Huss,  Martin,  early  printer  at  Lyons,  258 
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Huvin,  Jean,  early  printer  at  London,  224 

Huxley,  Aldous,  quoted,  on  ideals  in 
book  production,  594 

Huym,  Desiderius,  early  printer  at  Paris, 
260 

Hypnerotomachia  Poliphili,  207,  208,  21 1, 
263,  351 

I  (letter),  vowel  and  semivowel  in  Latin 
alphabet,  47 

Idaho,  date  of  first  printing  in,  449 

Ideograms,  3 

Ideographic  writing,  3;  difficulties  of,  4 

Illuminators,  78,  79,  270 

Illustrators,  19th  century,  English,  510- 
512;  contemporary,  English,  512,  513; 
French,  514;  German,  516;  United 
States,  516,  518,  521;  painters  and 
sculptors  as,  521-522;  surrealist,  522- 
523 

Imposition,  529-530 

Incipit  page,  557-558 

Incunabula,  production  of,  229-238;  defi¬ 
nition  of  the  term,  304;  study  of,  304- 
326;  miniatures  among,  305-31 1;  table 
of  contents  in,  305;  subject  matter  of, 
31 1,  312-320;  relative  production  of,  in 
Germany  and  Italy,  321;  early  collec¬ 
tions  of,  322;  bibliographers  of,  322- 
326;  title  pages  in,  557 

Illinois,  first  printing  in,  448-449 

Indian  Bible,  Eliot’s,  406-410;  binding  of, 

544 

Indiana,  first  printing  in,  447 

Indulgences  of  1454-1455,  earliest  dated 
European  printing,  147;  type  used  in, 
149;  decorative  initials  in,  269;  earliest 
case  of  commercial  printing,  319 

Initials,  decorative,  earliest  printed,  269; 
added  by  rubricator,  270;  pictorial,  272, 
274,  275;  in  Ratdolt’s  edition  of  Eu¬ 
clid,  283,  285;  in  Plantin’s  Polyglot 


Bible,  357;  by  William  Morris,  456;  by 
Charles  Ricketts,  464 

Ink,  in  ancient  Egypt,  12;  watery,  used 
for  block  prints,  108,  175;  a  pre¬ 

requisite  for  printing,  127,  128-129; 
varnish  or  oil  base  for,  128;  made  by 
Baskerville,  374;  for  the  Kelmscott 
Press,  458 

Invention  of  printing  in  Europe,  social 
background  of,  123-126,  31 1-3 12;  essen¬ 
tials  prerequisite  to,  1 27-133;  inconclu¬ 
sive  evidences  of,  136-138;  at  Stras¬ 
bourg  and  Mainz,  139-164;  Dutch 
claims  to,  165-180;  other  claims  to,  180- 
181 

Iowa,  date  of  first  printing  in,  449 

Irish  half-uncials,  53-54 

Italian  Old  Style  typeface,  582 

Italic  type,  origin  of,  212 

Italy,  early  paper  mills  in,  63,  66;  state 
of,  1436-1450,  124;  first  printing  in, 
183-187;  character  of  incunabula 
printed  in,  321;  type  design  in,  572- 

573. 578 

Ives,  Frederick,  inventor  of  a  practical 
halftone  process,  555 

Ivins,  William  M.,  Jr.,  acknowledgment 
to,  vii 

J  (letter),  origin  of,  in  Latin  alphabet,  47 

Jackson,  Holbrook,  quoted,  on  private 
presses,  482 

Jacobs,  S.  A.,  book  designer,  495 

Jacobszoen,  Jacob,  early  printer  at  Delft, 
191 

Jaffe,  Mair,  artist-binder,  539 

Jannon,  Jean,  typefounder  at  Sedan,  re¬ 
cut  Garamond’s  types,  573 

Janson,  M.,  surrealist  illustrator,  523 

Janus  Press,  481 

Japan,  85 

Jensen,  Gustav,  acknowledgment  to,  viii 
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Jenson,  Nicolas,  133,  197;  sent  to  Mainz 
to  learn  printing,  159,  198-199;  named 
as  inventor  of  printing,  166;  mint  mas¬ 
ter  in  France,  198;  named  as  first 
printer  in  France,  199;  origin  and  fam¬ 
ily  of,  198;  roman  types  designed  by, 
201-202,  203,  204,  572;  employment  of, 
by  Ulrich  Han  and  others,  201;  as  pub¬ 
lisher,  202;  partnership  formed  by,  202, 
203;  its  printer’s  mark,  292;  will  of, 
204;  creative  genius  of,  572. 

Johnson,  Marmaduke,  early  printer  at 
Cambridge,  Mass.,  407,  410-41 1 

John  Rylands  Library,  acknowledgment 
to,  vi 

Johnson  Brothers,  493 

Johnston,  James,  first  printer  in  Georgia, 

445 

Jones,  David,  illustrator,  512 

Jones,  George  W.,  printer  and  type  de¬ 
signer,  580 

Jonghe,  Adraen  de.  See  Junius,  Hadri- 
anus. 

Josephy,  Robert,  acknowledgment  to,  viii; 
book  designer,  495 

Jou,  wood  engraver,  514 

Junius,  Hadrianus,  categorical  narrative 
by,  of  invention  of  printing  by  Coster, 
169-171;  credibility  of,  172 

Kansas,  date  of  first  printing  in,  449 

Kauffer,  E.  McKnight,  illustrator,  512 

Keates,  C.,  illustrator  for  Ashendene 
Press,  468 

Keene,  Ralph,  illustrator,  514 

Keimer,  Samuel,  printer  at  Philadelphia, 
employer  of  Benjamin  Franklin,  417, 
419-420;  failure  of,  421;  printed  in  New 
Jersey,  420,  440 

Keith,  Sir  William,  patron  of  Benjamin 
Franklin,  417-418 
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Kelmscott  Press,  455;  materials  and  pro¬ 
duction  processes  of,  456,  458;  book 
decoration  of,  455,  456,  457,  458-460; 
criticism  of,  460-461,  484 

Kennerley  typeface,  582 

Kent,  Rockwell,  illustrator,  495,  497,  516 

Kentucky,  first  printing  in,  447 

Ketalaer,  Nicholaus,  early  printer  at  Ut¬ 
recht,  191 

Keysere,  Pieter  de,  early  printer  at  Paris, 
190 

King,  Alexander,  illustrator,  497,  518 
King’s  typeface,  465 

Kirgate,  Thomas,  printer  for  Horace  Wal¬ 
pole,  463 

Kittredge,  William  A.,  book  designer, 
496 

Kleukens,  F.  W.  and  C.  H.  (Ernst-Lud- 
wig  Press),  481 

Knopf,  Alfred  A.,  and  good  design  of 
trade  books,  xxvi 

Koberger,  Anton,  early  printer  at  Nurem¬ 
berg,  250,  252 

Koblinger,  Stephan,  first  printer  in  Aus¬ 
tria,  195 

Kommission  fur  den  Gesamtkatalog,  ac¬ 
knowledgment  to,  vii 
Konig,  Wilhelm.  See  Le  Roy,  Guillaume. 
Koch,  Rudolph,  type  designer,  579 
Korea,  movable  types  made  in,  97-99 
Kozma,  Ludovic,  illustrator,  516 
Kredel,  Fritz,  illustrator,  516 

Kristeller,  Paul,  on  the  dating  of  block 
books,  1 15,  1 16;  quoted,  on  Florentine 
book  illustrations,  356 

Kunera  Press,  481 

Kruitwagen,  B.,  on  the  Junius  account  of 
invention  of  printing  at  Haarlem,  171; 
on  origin  of  copies  of  Costeriana,  178 

Kumlien,  Akke,  illustrator,  516 
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L  (letter),  calligraphic  treatment  of,  in 
French  book  decoration,  274,  564,  567 

Laboratory  Press,  477-479 
Laboureur,  J.  E.,  illustrator,  514 

Lactantius,  printed  at  Subiaco,  1465,  184- 
185,  278 

Laid  marks,  in  paper,  71 
Lakeside  Press,  496,  497,  516 

Lanston,  Tolbert,  inventor  of  the  mono¬ 
type,  528 

Lanston  Monotype  Corporation,  typefaces 
cut  by,  580 

Lapis,  Dominicus  de,  early  printer  at  Bo¬ 
logna,  266 

Laprade,  illustrator,  514 

Latin  alphabet,  derivation  of,  from  Etrus¬ 
can,  43;  changes  in,  44-47;  two  forms 
of,  in  capitals  and  small  letters,  58 

Latin  classical  literature,  in  incunabula, 
318;  published  by  the  Estiennes,  328, 
330 

Latour,  Alfred,  wood  engraver,  514 
Laurencin,  Marie,  illustrator,  521,  522 
Le  Be,  Guillaume,  386 
Lebedeff,  Jean,  wood  engraver,  514 
Lectern  Bible,  of  Bruce  Rogers,  488,  491 

Leempt,  Gerardus,  early  printer  at  Ut¬ 
recht,  191 

Leeu,  Gerard,  first  printer  at  Gouda,  191, 
256 

Legenda  aurea.  See  Golden  Legend. 
Leighton,  Frederick,  illustrator,  510 
Lepape,  Georges,  illustrator,  514 

Le  Rouge,  Pierre,  early  printer  at  Paris, 
260;  used  decorative  borders,  274 

Le  Roy,  Guillaume,  first  printer  at  Lyons, 
190-191,  258 

Les  baisers,  by  Dorat,  369 

Lettou,  John,  early  printer  at  London, 
224 


Lettres  de  civilite ,  574 

Levy,  Max,  inventor  of  process  for  rul¬ 
ing  halftone  screens,  555 

Lewis,  Allen,  illustrator,  497,  516 

Library  of  Congress,  acknowledgment  to, 

•  * 

Vll 

Libri,  Bartolommeo  di,  printer  at  Flor¬ 
ence,  352 

Ligatures,  in  writing,  53,  55;  in  Greek 
type,  208,  212,  279,  280 

Lignamine,  Johannes  Philippus  de,  names 
Johann  Gutenberg  as  inventor  of  print¬ 
ing,  161-162 

Limited  Editions  Club,  496-498 
Lindisfarne  gospels,  54 
Lintoype,  527-528 

Lithography,  used  for  printing  music, 
288;  invention  of,  550-552 
Lithuania,  John  of.  See  Lettou,  John. 
Lockup,  529 

London,  early  printers  at,  224 

Lorenzo,  Niccolo’  di,  early  printer  at 
Florence,  267 

Loslein,  Peter,  associate  of  Ratdolt  at 
Venice,  272 

Louisiana,  first  printing  in,  445 
Low,  Joseph,  illustrator,  521 
Lowinsky,  Thomas,  illustrator,  512 
Ludlow  Typograph,  528 
Lutetia  typeface,  576 

Lydia,  ancient  syllabary  of,  22;  Etruscan 
migration  from,  40 

Lyons,  playing  cards  made  at,  103-104; 
first  printing  at,  190-191;  works  of  Al¬ 
dus  pirated  at,  213;  earliest  illustrated 
books  printed  at,  258 

McCaffrey,  Frank,  493 
McCall,  John,  first  printer  in  Michigan, 
448 

McCallister,  Bruce,  493 
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MacCance,  William,  473 

McKerrow,  Ronald  B.,  quoted,  definition 
of  title  page,  557 

Machlinia,  William  de,  early  printer  at 
London,  224;  books  of  hours  printed 
by,  276;  early  English  title  page  by, 
562 

Macy,  George,  originator  of  Limited  Edi¬ 
tions  Club,  496 

Madan,  Falconer,  on  the  Monastic  scrip¬ 
torium,  77-79;  on  the  discovery  of 
Codex  sinaiticus,  81-82;  on  the  Daniel 
Press,  464 

Maillol,  Aristide,  illustrator,  522 

Maioli,  Thomas,  identity  of,  542 

Maine,  first  printing  in,  445 

Mainz,  Johann  Gutenberg  in,  138,  139- 
142;  earliest  printing  done  at,  145,  146; 
shows  no  resemblance  to  primitive 
Dutch  printing,  172- 173;  two  printing 
offices  at,  in  1454,  510;  sack  of,  in 
Bishops’  War,  158,  183 

Maittaire,  Michael,  bibliographer  of  in¬ 
cunabula,  322 

Majuscules,  49 

Makario,  first  printer  in  Montenegro,  195 

Maler,  Bernhard,  272 

Malermi  Bible,  349 

Mansion,  Colard,  printer  at  Bruges,  192; 
associated  with  William  Caxton,  220, 
221;  engraved  illustrations  used  by, 
266;  printer’s  mark  of,  302 

Manual  de  adultos,  fragment,  earliest  ex¬ 
tant  Mexican  printing,  395 

Manuale  typografico  of  Bodoni,  386,  387 

Manung  widder  die  Dur\en,  150 

Manuscript  books,  76-83;  embellishment 
of,  78,  79-80;  in  Ireland,  6th-8th  cen¬ 
turies,  80;  title  pages  in,  559 

Manutius,  Aldus.  See  Aldus  Manutius. 

Marchbanks,  Press,  497 
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Mardersteig,  Hans  (Officina  Bodoni), 
497;  quoted,  on  ideals  in  book  produc¬ 
tion,  593 

Margins  in  modern  book  design,  507- 
508,  587 

Marschalk,  Andrew,  first  printer  in  Mis¬ 
sissippi,  448 

Marsden,  W.  A.,  acknowledgment  to,  vi 
Marsiliana  tablet,  41-42 
Martin,  Charles,  illustrator,  514 
Martin,  Esteban,  early  printer  in  Mexico, 
393?  394 

Marty,  Andre  E.,  illustrator,  514 
Maryland,  first  printing  in,  435,  438 
Masereel,  Frans,  illustrator,  497,  515,  516 

Massachusetts,  first  printing  in,  401-412; 
first  bookbinding  in,  544-545 

“Master  E.  S.,”  117,  265 
Mathematical  books,  early  printing  of, 
283,  316 

Mathematical  diagrams,  in  Ratdolt’s  edi¬ 
tion  of  Euclid,  283-284,  285;  earlier  use 
of,  in  printed  book,  284 

Mathey,  Georg  A.,  illustrator,  516 

Matisse,  Henri,  illustrator,  497,  519,  521, 
522 

Matthaeus,  pioneer  printer  at  Saragossa, 

*93 

Matrices  for  typecasting,  early  methods  of 
making,  231,  232;  present  methods  of 
making,  524-525 

Maurier,  George  du,  illustrator,  510 
Maxwell,  William,  first  printer  in  Ohio, 
447 

Mayan  symbols,  phonetic  elements  in,  8 

Maynard,  Robert  A.,  of  the  Gregynog 
Press,  472-473;  illustrator,  512 
Maynyal,  Guillaume,  printed  Sarum  mis¬ 
sal  at  Paris  for  Caxton,  296 

Mazarin  Bible,  150 

Mearne,  Samuel,  English  binder,  543-544 
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Medieval  typeface,  57 6 
Mediterranean  signary,  2 

Medina,  Jose  Toribio,  on  first  printer  in 
Mexico,  393 

Meerman,  Gerardus,  on  early  method  of 
type  manufacture,  229 

Meidoorn  typeface,  481 

Meisenbach,  Georg,  inventor  of  a  ruled 
halftone  screen,  555 

Melcher,  Frederic  G.,  quoted,  on  design 
of  trade  books,  xxvii 

Mendel,  Vera,  498 

Mendoza,  viceroy,  patron  of  first  press  in 
Mexico,  390 

Mentelin,  Johann,  pretended  inventor  of 
printing,  180;  printer  at  Strasbourg, 
182 

Meredith,  Hugh,  partner  of  Benjamin 
Franklin,  420-421,  422 

Mergenthaler,  Ottmar,  inventor  of  the 
linotype,  527 

Merrymount  Press,  488,  497 

Mexico,  first  new  world  press  in,  390-400 

Meynell,  Francis,  and  the  Nonesuch 
Press,  498-499 

Michigan,  first  printing  in,  448 
Microfilm,  591 
Middle  Ages,  31 1,  312,  327 
Middleton,  R.  Hunter,  type  designer,  583 

Milan,  book  wholly  in  Greek  printed  at, 
279,  281 

Millais,  John,  illustrator,  510 
Miller,  Hans  A.,  illustrator,  516 

Miller,  James,  early  printer  in  Michigan, 

448 

Miller,  Samuel,  pioneer  printer  in  Ala¬ 
bama,  448 

Miniature  incunabula,  305-3  n 
Miniatures  in  manuscripts,  79,  540 
Minnesota,  date  of  first  printing  in,  449 


Minuscules,  52;  degeneration  of,  55; 
Caroline,  56,  57-58;  origin  of,  in  modi¬ 
fications  of  capitals,  47,  50-51 

Mirror  of  Human  Salvation.  See  Specu¬ 
lum  humanae  salvationis. 

Miscomini,  printer  at  Florence,  358 
Mississippi,  first  printing  in,  448 
Missouri,  first  printing  in,  448 
Moabite  stone,  32-33 
“Modern”  types,  378,  383 

Modern  typography,  500-508;  in  book  de- 
sign,  505-508 

Mohammedanism,  barrier  to  introduction 
of  paper  in  Europe,  63-64;  opposition 
of,  to  block  printing,  93 

Monasteries,  scholastic  function  of,  77 
Mongol  empire,  93-94 
Monotype,  528 

Montana,  date  of  first  printing  in,  449 

Montanus,  Arias,  editor  of  Plantin’s  Poly¬ 
glot  Bible,  364 

Montenegro,  first  printing  in,  at  Rieka, 
195 

Moravus,  printer  at  Naples,  308 
Moreau,  L.  A.,  lithographer,  514 
Moreau  le  jeune,  369,  370 

Moreau,  Pierre,  calligraphic  types  de¬ 
signed  by,  574 
Morel,  F^deric,  301 

Morel,  Guillaume,  301;  royal  printer,  332 
Mori,  Gustav,  experiments  of,  in  casting 
types  in  sand,  230 

Morlcy,  Sylvanus  G.,  8 

Morocco,  first  papermaking  in,  63,  6 5 

Morrhius,  Gerardus,  printer  at  Paris,  335 

Morris,  William,  and  the  Kelmscott  Press, 
451-461;  disciples  of,  464,  465,  468,  474, 
480 

Moxon,  Joseph,  English  typefounder,  576 
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Muller,  Johann,  earliest  private  press  of, 
462 

Museum  of  Modern  Art,  acknowledg¬ 
ment  to,  vii 

Music,  first  printing  of,  in  England,  222, 
225;  place  of,  in  medieval  education, 
284;  methods  of  printing,  286-288 

Nachmias,  David  and  Samuel  ibn,  first 
printers  in  Turkey,  195 

Nash,  John,  illustrator,  512 

Nash,  John  Henry,  appreciation  of,  490, 
493,  494;  book  designer,  497 

Nash,  Paul,  illustrator,  512 
Nason,  Thomas  W.,  illustrator,  521 
Naudin,  Bernard,  illustrator,  514 
Neobar,  Conrad,  301,  335 
Netherlands.  See  Holland. 

Nevada,  date  of  first  printing  in,  449 

Newbery,  F.  J.,  of  the  Golden  Cockerel 
Press,  471 

New  Hampshire,  first  printing  in,  444 
New  Jersey,  first  printing  in,  440 
New  Mexico,  first  printing  in,  400,  449 
“New”  typography,  in  Germany,  504-505 

New  York,  first  printing  in,  436;  early 
newspapers  in,  439 

New  York  Public  Library,  acknowledg¬ 
ment  to,  vii 

Newspapers,  American  colonial,  445,  446 

Nicholls,  Nicholas,  English  typefounder, 

576 

Nichols,  Charles  L.,  on  education  of 
Isaiah  Thomas,  426 

Nicolson,  J.  U.,  acknowledgment  to,  vi 
Nick,  Gaston,  illustrator,  514 
Niepce,  Joseph  N.,  553 
Nonesuch  Press,  498-499 

North  America,  first  papermaking  in,  63; 
first  printing  in,  390-400;  spread  of 
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printing  in,  435-450;  freedom  of  the 
press  in,  439-440;  streams  of  migration 
in,  449;  first  bookbinding  in,  544-545 

North  Carolina,  first  printing  in,  444 

North  Dakota,  date  of  first  printing  in, 
449 

Notary,  Julian,  early  printer  at  London, 
224;  miniature  book  printed  by,  310- 

311 

Nova  Scotia,  first  printing  in,  444 

Numerals,  59-60 

Nuremberg,  early  paper  mill  at,  66,  67; 
ban  on  playing  cards  at,  102;  early 
illustrated  books  printed  at,  250,  252 

Nuremberg  Chronicle,  250,  255,  263 

Nuthead,  Dinah,  438 

Nuthead,  William,  first  printer  in  Mary¬ 
land,  435,  438 

Ocharte,  Pedro,  son-in-law  and  successor 
of  Juan  Pablos,  398 

Officina  Arbuteana.  See  Strawberry  Hill 
Press. 

Officina  Bodoni,  497,  515 

Officina  Serpentis,  480 

Offset  lithography,  used  for  printing  mu¬ 
sic,  288;  process  of,  552-553 

Ohio,  first  printing  in,  447 

Oklahoma,  date  of  first  printing  in,  449 

“Old-style”  types,  378 

Olpe,  Johann  Bergmann  von,  early 
printer  at  Basel,  246 

Oregon,  date  of  first  printing  in,  449 

Os,  Pieter  van,  early  printer  at  Zwolle, 
254,  256 

Osier,  William,  bibliographer  of  medical 
incunabula,  324 

Otdey,  W.  Y.,  on  date  of  “mixed”  Dutch 
edition  of  the  Speculum,  176 

Overbrook  Press,  480 
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Oxford  University  Press,  origin  of  device 
of,  298;  Fell  types  of,  464,  466,  576; 
lectern  Bible  of,  designed  by  Bruce 
Rogers,  488,  491 

Pablos,  Juan,  first  printer  in  the  New 
World,  390-392,  394-398;  terms  of  con¬ 
tract  with,  391-392;  employment  of 
Espinosa  by,  396;  succeeded  by  Pedro 
Ocharte,  398 

Pacini,  Piero,  publisher  at  Florence,  358 

Padeloup,  Antoine  Michel,  le  jeune, 
French  binder,  543 

Paderborn,  Conrad  of,  254 

Paderborn,  Johann  of,  first  printer  in  Bel¬ 
gium,  192 

Padilla,  Davila,  on  first  printing  in  Mex¬ 
ico,  393 

Palmart,  Lambert,  pioneer  printer  at  Val¬ 
encia,  1 92- 1 93 

Palmer,  Matthias,  named  Gutenberg  as 
inventor  of  printing,  162 

Palmer,  Samuel,  employer  of  Benjamin 
Franklin  in  London,  418,  419 

Palm-leaf  strips,  as  writing  material,  18 

Pannartz,  Arnold,  pioneer  printer  in  Italy 
See  Sweynheym  and  Pannartz. 

Panzer,  Georg  W.,  bibliographer  of  in¬ 
cunabula,  322 

Paper,  61-75;  invention  of,  in  China,  61- 
62;  westward  migration  of,  63;  earliest 
European  document  on,  65;  objections 
to  use  of,  in  Europe,  67;  early  methods 
of  making,  68-71;  watermarks  in,  71- 
72;  laid,  71,  73;  wove,  72,  73,  374;  siz¬ 
ing  in,  71;  machine  method  of  making, 
72-74;  classifications  of,  by  finish,  93; 
choice  of,  for  book  printing,  589-591; 
ingredients  of,  74;  in  Japan,  85;  a  pre¬ 
requisite  for  printing,  127;  sizes  of,  in 
incunabula,  305;  handmade,  for  Kelm- 
scott  Press,  458 


Papier  velin,  72,  383 

Papyrus,  10,  n;  manufacture  of,  13-14; 
uses  of,  14-16;  supplanted  by  paper,  64 

Paravisinus,  Dionysius,  printer  of  first 
dated  book  wholly  in  Greek,  279 

Parchment,  16-17;  preference  for,  in  Eu¬ 
rope,  67 

Paris,  first  printing  in  France  at,  188-190; 
illustrated  books  printed  at,  260;  in  the 
1 6th  century,  327-328;  university  of, 

328>  33° 

Parker,  Agnes  M.,  473 

Parker,  James,  early  printer  in  New  Jer¬ 
sey,  440;  at  New  Haven  and  New 
York,  441 

Parks,  William,  first  printer  in  Virginia, 
438,  442 

Pascin,  illustrator,  514 

Pastonchi  typeface,  580 

Patrices.  See  punches. 

Paulirinus,  Paulus,  description  of  ciri- 
pagus  by,  133 

Payne,  Wyndham,  illustrator,  514 

Pear  Tree  Press,  473 

Peddie,  Robert  A.,  bibliographer  of  bibli¬ 
ographies  of  incunabula,  324 

Pelasgians,  40 

Pellechet,  Marie,  bibliographer  of  incunab¬ 
ula,  323 

Pelliot,  Paul,  early  Chinese  wooden  types 
found  by,  97 

Pennsylvania,  first  printing  in,  435,  436 

Pepler,  H.  D.  C.,  and  St.  Dominic’s 
Press,  473 

Peregrinationes,  Breydenbach’s,  247,  248, 
263,  318;  French  translation  of,  printed 
at  Lyons,  267 

Perpetua  typeface,  580 

Perrichon,  J.  L.,  wood  engraver,  514 

Peru,  first  printing  in,  400 
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Petrarch,  Trionfi,  printed  at  Venice,  351 

Petrie,  Flinders,  2,  25 

Petrina,  Carlotta,  illustrator,  521 

Pfister,  Albrecht,  36-line  Bible  types  used 
by,  143,  156;  first  printer  at  Bamberg, 
182;  first  illustrated  books  produced  by, 
239-241 

Phillips,  Eleazer,  Jr.,  early  printer  at 
Charleston,  S.  C.,  442 

“Phiz,”  illustrator,  510 

Phoenician  alphabet,  21;  theories  on  ori¬ 
gin  of,  22-29;  Cretan,  23,  29;  Hittite, 
24,  29;  Babylonian,  25-26,  29;  Sinaitic, 
25-29;  Egyptian,  23,  29;  inscriptions  in, 
22,  29,  30-33;  introduction  of,  into 
Greece,  33-34;  consonantal,  36;  used  by 
ancient  Jews,  39 

Phoenicians,  migration  of,  24-25;  as 
traders,  29-30,  33-34 

Phonetic  writing,  4-8;  how  begun,  5-6;  in 
ancient  Egypt,  6-7;  in  Mesopotamia, 
7-8 

Photoengraving,  553-555 

Photogravure,  555 

Photolithography,  552 

Picasso,  Pablo,  illustrator,  497,  517,  521, 
526 

Pichon,  Leon,  French  publisher,  514 

Pickering,  William,  originator  of  cloth 
bindings,  545 

Pictographs,  2 

Pictor,  Bernardus,  272 

Pierpont  Morgan  Library,  acknowledg¬ 
ment,  to,  vii 

Pigouchet,  Philippe,  early  printer  at  Paris, 
276,  301;  Horae  produced  by,  346 

Pi  Sheng,  Chinese  inventor  of  movable 
types,  95-96 

Pissaro,  Lucien,  and  the  Eragny  Press, 
465;  Distel  type  designed  by,  481;  illus¬ 
trator,  512 
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Pittsburgh,  Pa.,  first  printing  at,  447 
Piantin,  Christopher,  printer’s  mark  of, 
302-303;  bought  type  matrices  from 
Garamond  and  Granjon,  339;  career  of, 
360-368 

Plantin-Moretus  Museum,  360,  368 

Playing  cards,  Chinese  origin  of,  91;  in 
Europe,  101-104,  244 

Pleydenwurff,  Wilhelm,  early  woodcut 
artist,  250 

Poeschel,  Carl  E.  (Janus  Press),  481 

Poeschel  and  Trepte,  497 

Point  system,  Didot’s,  383 

Poland,  first  printing  in,  at  Cracow,  195 

Poliphilus  typeface,  580 

Pollard,  Alfred  W.,  165;  on  the  Junius 
account  of  invention  of  printing  at 
Haarlem,  171;  on  Utrecht  as  site  of 
primitive  Dutch  press,  175;  on  title 
pages,  559,  560 

Polonus,  Stanislaus,  early  printer  at 
Seville,  262 

Polyglot  Bible,  Plantin’s,  362-365 
Pompeii,  18,  48 
Ponton,  Mungo,  553 

Portugal,  first  printing  in,  at  Lisbon,  195; 
early  illustrated  book  printed  in,  262; 
early  book  decoration  in,  276;  Hebrew 
printing  in,  282 

Poor  Richard's  Almanac,  422,  424 
Powgen  Press,  495 
Praenestine  fibula,  43-44 
Prairie  Press,  496 
Preissig,  Vojtech,  illustrator,  497 

Press,  a  prerequisite  to  printing,  127, 
129;  early  forms  and  operation  of,  235- 
238;  represented  in  printers’  marks, 
293-294;  cylinder,  530-531 

Presswork,  ideals  of,  588 

Prince,  Edward,  punch-cutter  for  William 
Morris,  453;  for  Ashendene  Press,  4 66 
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Printers’  marks,  289-303;  symbolism  of, 
291,  294;  armorial  bearings  in,  291; 
punning  devices  in,  291-292,  297;  orb- 
and-cross  symbol  in,  292-293;  printing 
press  depicted  in,  293-294;  of  Geofroy 
Tory,  338 

Printing,  invention  of,  in  the  Far  East, 
84-100;  prerequisite  for,  127- 133;  in¬ 
conclusive  evidence  concerning,  136- 
138;  on  textiles,  13 1;  first  dated  speci¬ 
mens  of,  in  Europe,  147- 150;  primitive 
Dutch  specimens  of,  173-180 

Printing  equipment  of  early  printers,  195- 
196,  229-238 

Private  presses.  John  Baskerville’s,  374; 
Kelmscott  Press,  451-461;  Strawberry 
Hill,  463-464;  Daniel,  464;  Vale,  464- 
465;  Eragny,  465;  Ashendene,  465-468; 
Essex  House,  468;  Doves,  468,  471; 
Golden  Cockerel,  471;  Cuala,  472; 
Gregynog,  472-473;  St.  Dominic’s,  473; 
Pear  Tree,  473;  Hogarth,  473;  Elston, 
474;  Village,  476;  Dard  Hunter’s,  476, 
479;  Laboratory,  479;  others  in  the 
United  States,  480;  Bremer,  480;  Offi- 
cina  Serpentis,  480;  Ernst-Ludwig,  481; 
Janus,  481;  Zilverdistel  (Kunera),  481; 
Heuvel,  481;  richest  flowering  of,  482; 
critiques  of,  482-483,  500,  501;  influence 
of,  on  typography,  484-485 

Proctor,  Robert.  Complutensian  Greek 
type  revived  by,  280;  bibliographer  of 
incunabula,  323-324;  on  interpretation 
of  handwriting  in  type,  343 

Proofreading,  527,  587 

Psalter  of  1457,  153-154;  colophon  of,  153, 
290;  method  of  printing  colored  initials 
in,  269-270;  blank  spaces  in,  for  insert¬ 
ing  music,  286 

Prussia,  state  of,  1430-1450,  124 

Ptolemy  typeface,  466 

Publishers’  lists,  15th  century,  128,  320 


Puerto,  Alfonso  del,  early  printer  at 
Seville,  260 

Punches  for  making  type  matrices,  231, 
232,  524-525 

Pyle,  Howard,  illustrator,  510 

Pynson,  Richard,  early  printer  at  London, 
224;  printer’s  marks  of,  291,  297 

Pynson  Printers,  493,  497,  516 

Q  (letter),  in  ancient  Greek  alphabets, 
38;  in  Latin  alphabet,  46 

Quebec,  first  printing  in,  445 

Quentell,  Heinrich,  early  printer  at  Co¬ 
logne,  248 

Quotation  marks,  first  use  of,  299 

“R-printer”  at  Strasbourg,  182,  571 

Rackham,  Arthur,  illustrator,  512 

Ragazzo,  Giovanni,  printer  at  Venice, 

349 

Rainer  collection  of  Egyptian  documents, 

94-95 

Ranger,  Edmund,  17th  century  binder  in 
Massachusetts,  545 

Ransom,  Will,  acknowledgment  to,  vii; 
on  private  presses,  462,  474;  with  F. 
W.  Goudy,  476 

Rappresentazioni,  Florentine  illustrated 
booklets,  356 

Ratcliff,  John,  17th  century  binder  in 
Massachusetts,  544-545 

Ratdolt,  Erhard,  printer  at  Venice,  272; 
printer  at  Augsburg,  244;  decorative 
elements  developed  by,  272;  first 
printed  edition  of  Euclid  produced  by, 
283-284,  316;  printer  of  first  complete 
title  page,  562,  563 

Ravilious,  Eric,  illustrator,  512 

Recuyell  of  the  Hy story es  of  Troye,  192, 
218,  219,  220-221,  265-266;  published 
by  William  Morris,  456 
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Redgrave,  Gilbert,  on  Ratdolt’s  produc¬ 
tion  of  mathematical  diagrams,  284 

Reformation,  312,  327 

Regiomontanus,  462,  562 

Reichel,  Ernst,  book  designer,  495 

Reichling,  Dietrich,  bibliographer  of  in¬ 
cunabula,  323 

Reiner,  Imre,  type  designer,  579 

Religion,  15th  century  revival  of,  104, 
125-126 

Renaissance,  125,  312,  327,  328,  347 

Requin,  Abbe,  on  invention  of  printing 
by  Waldfoghel  at  Avignon,  1 80-1 81 

Reuwich,  Erhard,  early  woodcut  artist, 
248 

Rhode  Island,  first  printing  in,  440-441 

Ricardo,  Antonio,  first  printer  in  Peru, 
400 

Richard,  Rev.  Gabriel,  patron  of  early 
press  in  Michigan,  448 

Richel,  Bernhard,  early  printer  at  Basel, 
187;  illustrated  books  printed  by,  246, 
258 

Ricketts,  Charles,  and  the  Vale  Press, 
464-465;  illustrator,  510 

Riessinger,  Sixtus,  printer  at  Naples,  299, 

348 

Robert,  Louis,  invented  papermaking  ma¬ 
chinery,  72 

Rotogravure,  555-556 

Riverside  Press,  Bruce  Rogers  at,  488 

Roberts,  William,  on  orb-and-cross  sym¬ 
bol  in  printer’s  marks,  293;  on  Caxton’s 
printer’s  mark,  294 

Rodenberg,  Julius,  quoted,  on  private 
presses,  482 

Rodin,  Auguste,  522 

Rogers,  Bruce,  appreciation  of,  486-489, 

491 

Rollins,  Carl  Purington,  480;  typographer 
for  Yale  University  Press,  496 


Romain  du  roi,  574 

Roman  types,  201;  used  at  Rome,  1467, 
572;  in  Spain,  194;  designed  by  Nico¬ 
las  Jenson,  201-204,  572;  adopted  at 
Paris  in  place  of  black-letter,  333,  347; 
earliest  use  of,  in  Mexico,  396;  first  ap¬ 
pearance  of,  571;  German  designers  of, 
579 

Romans,  derived  culture  from  the  Etrus¬ 
cans,  43;  changes  in  the  alphabet  made 

by.  44-47 

Rome,  playing  cards  made  at,  104;  first 
printing  at,  186 

Rood,  Theodoric,  first  printer  at  Oxford, 
222 

Roos,  S.  H.  de,  type  designer,  481,  576 

Rosart,  Jacques  Francois,  Dutch  punch- 
cutter,  575 

Ross,  Gordon,  illustrator,  521 

Rossetti,  Dante  Gabriel,  illustrator,  510 

Rouault,  Georges,  illustrator,  522 

Rouge,  Emmanuel  de,  23 

Roulstone,  George,  pioneer  printer  of 
Tennessee,  447 

Royal  Greek  types  of  Francis  I,  280-282, 

339-343 

Rubricators,  78,  270 

Rubrics,  12 

Rudge,  William  Edwin,  488 

Ruppel,  Berthold,  early  printer  at  Basel, 
187 

Rusch,  Adolf,  the  “R-printer”  at  Stras¬ 
bourg,  182;  roman  types  made  by,  201, 
571;  early  medical  work  printed  by, 
3i5 

Rushmore,  Arthur,  book  designer,  495 

Russia,  state  of,  1430-1450,  124;  beginning 
of  printing  in,  195 

Rustic  capitals,  47,  48 

Rutherston,  Albert,  illustrator,  512 
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Ruzicka,  Rudolph,  497,  516,  583 

Rydal  Press,  496 

Sadleir,  Michael,  on  history  of  cloth  bind¬ 
ing*  545 

Sainsbury,  Hester,  illustrator,  514 

St.  Albans,  first  printing  at,  224;  printer’s 
mark  of  anonymous  printer  there,  296 

St.  Christopher,  earliest  dated  European 
woodcut,  108,  no 

St.  Dominic’s  Press,  473 

Salzburg,  Johann  of,  pioneer  printer  at 
Barcelona,  193- 194 

Samaritan  alphabet,  39 

Samarkand,  introduction  of  papermaking 
at,  63,  64 

Sanders,  John,  17th  century  binder  in 
Massachusetts,  544 

Sandford,  Christopher,  of  the  Golden 
Cockerel  Press,  471 

Sandys,  Frederick,  illustrator,  510 

Sans-serif  type  faces,  504,  507 

Sarbut  el-Khadem,  27 

Sauvage,  Sylvain,  illustrator,  497,  514 

Saxonia,  Nicolao  de,  early  printer  at  Lis¬ 
bon,  262 

Scandinavia,  state  of,  1430-1450,  124;  first 
printing  in,  195 

Scariglia,  Baldassare,  early  bookbinder  at 
Naples,  540 

Schatzb  eh  alter,  early  illustrated  printed 
book,  250,  251,  263 

Schmied,  F.  L.,  illustrator,  514 

Schoeffer,  Johann,  reference  by,  to  Guten¬ 
berg  as  inventor  of  printing,  162-163 

Schoeffer,  Peter,  140,  157;  succeeded  Fust 
and  Schoeffer,  158;  Justinian’s  Institutes 
printed  by,  159;  named  as  one  of  the 
inventors  of  printing,  159,  162,  163; 
publisher’s  list  of,  158,  320;  credited 
with  invention  of  steel  punches  and 


copper  matrices,  232;  illustrated  books 
printed  by,  248;  Greek  type  attempted 
by,  279 

See  also  Fust  and  Schoeffer. 

Schongauer,  Martin,  early  engraver,  265 

“Schoolmaster-printer”  at  St.  Albans,  224; 
printer’s  mark  of,  296 

Schreiber,  Wilhelm  L.,  1 14;  on  the  dating 
of  block  books,  115 

Schiirer,  Matthias,  299 

Schwenke,  Paul,  study  of  42-line  Bible  by, 
152 

Scribes,  ancient  Egyptian,  n,  12;  As¬ 
syrian,  1 1 ;  monastic,  77-79 

Scriptorium,  description  of,  77-78 

Scull,  John,  pioneer  printer  at  Pittsburgh, 
447 

Seals,  printing  with,  85 

Seewald,  Richard,  illustrator,  516 

Segonzac,  Andre  de,  illustrator,  522 

Segura,  Bartolome,  early  printer  at  Seville, 
260 

Semitic  alphabets,  21,  36 

Send  inscription,  9 

Senefelder,  Alois,  inventor  of  lithography, 
550-552 

Seville,  first  printing  at,  194;  early  illus¬ 
trated  books  printed  at,  260,  262 

Serifs,  in  type  design,  378,  388,  504,  575, 
579;  function  of,  in  legibility,  507 

Shapiro,  Solomon  R.,  acknowledgment  to, 
vi 

Short,  Thomas,  first  printer  in  Connecti¬ 
cut,  440 

Siberch,  John,  printer’s  mark  of,  297,  298 

Sieben  Leiden  von  Christi,  Italian  trans¬ 
lation  of,  possibly  the  first  printing 
done  in  Italy,  184-186 

Sign  language,  1 

Sign  of  the  Chorobates,  480 

Signary,  Mediterranean,  2 
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Simeon,  Fernand,  wood  engraver,  514 
Simon,  Howard,  illustrator,  521 
Simpson,  Maxwell,  illustrator,  521 
Sinai,  25 

Sinaitic  inscriptions,  25-29;  origin  of  al¬ 
phabet  in,  27-29 

Sion  textile,  130-13 1 
Sixteenth  century  in  Europe,  327 
Slavic  alphabets,  38 
Small  letters,  47.  See  Minuscules. 

Snell,  Johann,  first  printer  in  Denmark 
and  in  Sweden,  195 

Social  state  of  15th  century  Europe,  123- 
126,  311-312 

Societas  Colubris,  early  printing  firm  at 
Florence,  358 

Sorg,  Anton,  early  printer  at  Augsburg, 
244 

South  America,  first  printing  in,  400 
South  Carolina,  first  printing  in,  442,  444 
Southworth-Anthoensen  Press,  495,  497 

Spain,  first  European  papermaking  in,  63, 
65-66;  state  of,  1430-1450,  124;  first 
printing  in,  192-194;  early  illustrated 
books  printed  in,  260,  262;  early  book 
decoration  in,  276-277;  Hebrew  print¬ 
ing  in,  282 

Speculum  humanae  salvationis,  Dutch 
edition  of,  seen  by  Junius,  169-170; 
printed  by  Jan  Veldener,  174,  254;  edi¬ 
tions  of,  from  primitive  Dutch  press, 
175-176,  178;  “mixed”  edition  of,  176, 
177;  printed  by  Gunther  Zainer  at 
Augsburg  with  illustrations,  243,  245; 
printed  by  Bernhard  Richel  at  Basel 
with  illustrations,  246 

Spindeler,  Nicolaus,  early  printer  at  Tor- 
tosa  and  Barcelona,  194;  at  Valencia, 
277 

Spiral  Press,  480,  495 
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Spire,  John  of,  first  printer  at  Venice, 
187;  roman  types  used  by,  201,  572 

Spire,  Wendelin  of,  second  printer  at 
Venice,  187,  202 

Spooner,  Judah  P.,  first  printer  in  Ver¬ 
mont,  445 

Sprengling,  Martin,  on  Sinaitic  inscrip¬ 
tions,  26 

Stein,  Aurel,  early  paper  discovered  by, 
62;  printed  documents  found  by,  86-88 

Steiner-Prag,  Hugo,  illustrator,  497 
Stephanus.  See  Estienne. 

Stetson,  R.  H.,  acknowledgment  to,  vi 

Stillwell,  Agnes  Newhall,  on  age  of 
Greek  alphabet,  33 

Stillwell,  Margaret  Bingham,  acknowl¬ 
edgment  to,  vii 

Stoll,  Johann,  early  printer  at  Paris,  190 
Stout,  Elihu,  first  printer  in  Indiana,  447 

Strasbourg,  early  paper  mill  at,  127; 
Johann  Gutenberg  at,  138-139,  144, 
147;  earliest  printing  done  at,  144,  146; 
early  printers  at,  182-183 

Strasbourg  lawsuit  of  1439,  138-139;  docu¬ 
mentary  records  of,  163-164 

Strauss,  Harold,  acknowledgment  to,  viii 
Strawberry  Hill  Press,  463-464 

Stylus,  for  cuneiform  writing,  n;  for 
Roman  waxed  tablet,  17 

Suba,  Susanna,  illustrator,  521 
Subheads,  in  reference  books,  587 
Subiaco  type  face,  466 
Sumerians,  24 
Surrealists,  523 

Swain,  J.  B.,  illustrator  for  Ashendene 
Press,  468 

Swan,  Joseph,  inventor  of  a  ruled  half¬ 
tone  screen,  554 

Sweden,  first  printing  in,  at  Stockholm, 
195 
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Sweynheym,  Conrad,  pioneer  printer  in 
Italy,  183-184,  186;  engraver  of  maps 
at  Rome,  267 

Sweynheym  and  Pannartz,  183-184,  186; 
Greek  types  made  by,  184,  278-279; 
roman  type  of,  572 

Switzerland,  first  printing  in,  at  Basel, 
187-188 

Syllabaries,  8;  of  Asia  Minor,  22,  23 

Symons,  A.  J.  A.,  on  the  Kelmscott  Press, 
484;  on  the  Nonesuch  Press,  499 

Table  of  contents  in  incunabula,  305 

Tablets,  waxed,  17,  534 

Talbot,  Fox,  553;  originates  idea  of  screen 
for  halftones,  554 

Taylor,  Harold  M.,  and  the  Golden  Cock¬ 
erel  Press,  471 

Teague,  Walter  D.,  495 

Tennessee,  first  printing  in,  447 

Tenniel,  John,  illustrator,  510 

Texas,  date  of  first  printing  in,  449 

Textiles,  as  writing  materials,  17,  61; 
printing  on,  13 1 

TH  (letters),  use  of,  in  Latin  alphabet, 
for  Greek  theta,  45 

Ther  Hoernen,  Arnold,  printer  at  Co¬ 
logne,  560 

Thewerdanc\,  261,  263 

Thirty-six-line  Bible,  types  of,  143,  149, 
150,  154,  156;  circumstances  of  print¬ 
ing,  154-156;  printed  at  Bamberg?  182 

Thomas,  Benjamin  Franklin,  quoted,  on 
his  grandfather  Isaiah  Thomas,  434 

Thomas,  Isaiah,  copy  of  Indian  Bible 
bought  for,  410;  sketch  of,  426-434 

Thompson,  Edmund  B.  (Hawthorn 
House),  480,  495 

Tieffenbach,  E.  W.  (Officina  Serpentis), 
480 


Tiemann,  Walter  (Janus  Press),  481; 
type  designer,  579 

Timothy,  Ann,  444 

Timothy,  Benjamin  Franklin,  444 

Timothy,  Elizabeth,  442 

Timothy,  Lewis,  early  printer  at  Charles¬ 
ton,  S.  C.,  442 

Timothy,  Peter,  442 

Tischendorf,  Constantine  von,  discovers 
Codex  sinaiticus,  81-82 

Tissard,  Francois,  editor  for  Gilles  de 
Gourmont,  335 

Titcomb,  Benjamin,  first  printer  in 
Maine,  445 

Title  page,  engraved,  369;  standardized, 
500;  modern  spontaneity  in,  507;  lack¬ 
ing  in  incunabula,  557;  definition  of, 
557;  first  appearance  of,  in  manuscript 
books,  559;  evolution  of,  from  colo¬ 
phon,  560;  first  printed  books  with, 
560;  first  complete  form  of,  562-563; 
with  illustration  and  “label,”  564-565; 
decorated,  564;  printer’s  mark  on,  566; 
booksellers  named  on,  566,  568;  “archi¬ 
tecture”  of,  568;  best  practice  in  design 
of,  568,  570 

Torresano,  Andrea,  in  possession  of  Jen¬ 
son’s  types,  204;  son-in-law,  assistant 
and  successor  of  Aldus,  214,  215 

Tory,  Geofroy,  proofreader  for  Henri  Es- 
tienne,  328;  designed  initials  and  bor¬ 
ders  for  Robert  Estienne,  330;  activities 
of,  336-338;  restores  artistic  merit  of 
Parisian  Horae,  346;  services  of,  to  type 
design,  574 

Toulouse-Lautrec,  Henri  de,  illustrator, 
522 

Tours  school  of  writing,  56,  559 

Trade-marks,  289 

Trechsel,  Johann,  early  printer  at  Lyons, 
258 

Troy  type  of  William  Morris,  452,  456 
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Ts‘ai  Lun,  traditional  inventor  of  paper, 
61-62 

Tun-huang,  discoveries  by  Aurel  Stein  at, 
62,  86-88;  wooden  types  found  at,  97 

Tuppo,  Francesco  del,  printer  at  Naples, 

348 

Turkestan,  Chinese,  62,  86 

Turkey,  first  printing  in,  at  Constanti¬ 
nople,  195 

Turks,  in  Europe,  124,  125,  147,  31 1 

Turnebe,  Adrien,  301;  royal  printer  of 
Greek,  332 

Turner,  J.  M.  W.,  as  engraver,  372 
Turzak,  Charles,  illustrator,  521 

Type,  in  China,  84,  95-97;  in  Korea,  97- 
99;  in  Japan,  99;  invention  of,  in  Eu¬ 
rope,  136,  1 8 1 ;  use  of,  for  stamping 
bookbindings,  132,  231;  variation  of,  in 
height  to  paper,  232-233;  early  trade 
in,  233-234;  for  printing  music,  288; 
for  Oriental  languages,  386;  legibility 
of,  504,  505;  methods  of  making,  524- 

525 

See  also  Gothic  types,  Greek  types,  He¬ 
brew  types,  italic  types,  roman  types. 

Type  case,  early  forms  of,  234;  “lay”  of, 

525 

Typecasting,  early  methods  of,  229-233; 
mold  for,  231;  modern  methods  of,  525 

Type  design,  571-583 

Type  designers,  Nicolas  Jenson,  201-204, 
572;  Geofroy  Tory,  336-338,  574; 

Claude  Garamond,  338-340,  573-574; 
Robert  Granjon,  338-339,  574;  John 
Baskerville,  378;  Didots,  383-384,  575; 
Bodoni,  388,  575,  578-579;  William 
Morris,  452,  456,  457;  Charles  Ricketts, 
464-465;  C.  R.  Ashbee,  468;  F.  W. 
Goudy,  476,  582-583;  Willi  Wiegand, 
480;  Lucien  Pissarro,  481;  S.  H.  de 
Roos,  481,  576;  Jean  Jannon,  573; 
Pierre  Moreau,  574;  Fouchy,  P.  G.  de, 


673 

574;  in  Holland,  575;  J.  Van  Krimpen, 
576;  in  Germany,  579;  Eric  Gill,  580; 
Oswald  Cooper,  583;  R.  Hunter  Mid¬ 
dleton,  583;  W.  A.  Dwiggins,  583 

Typefaces,  choice  of,  502,  586-587 

Typefaces:  Ashendene,  481;  Avon,  465; 
Baskerville,  580,  583;  Bell,  580;  Bembo, 
210,  580;  Blado,  580;  Bodoni,  582,  583; 
B ulmer,  580;  Caslon,  576,  578,  583; 
Centaur,  488,  489,  580;  Chaucer,  456- 
457;  civilite,  574;  Cloister,  582;  Deep- 
dene,  582;  Distel,  481;  Electra,  583;  Er- 
bar,  504;  Estienne,  580;  Fell,  464,  466, 
57 6;  Forum  (capitals),  582;  Fournier, 
580;  Futura,  504;  Garamond,  573-574, 
583;  Gill  Sans,  580;  Golden,  452; 
Goudy,  582;  Granjon,  580;  Hadriano, 
582;  Italian  Old  Style,  582;  Jenson,  583; 
Kabel,  504;  Kennerley,  582;  King’s, 
465;  Lutetia,  576;  Medieval,  576;  Mei- 
doorn,  481;  Pastonchi,  580;  Perpetua, 
580;  Poliphilus,  580;  Ptolemy,  466; 
romain  du  roi,  574;  sans-serif,  504,  579; 
Subiaco,  466;  Vale,  465;  Village,  476, 
582;  Zilver,  481 

Typefoundry,  first,  at  Lyons,  191 

Type  metal,  233 

Type  ornaments,  first  use  of,  272,  273, 

349 

Typesetting  machines,  527-528 

Typography,  tradition  in,  500-501;  revo¬ 
lution  in,  501,  502;  function  in,  502; 
“modern,”  in  Germany,  504-505 
See  also  Private  Presses. 

U  (letter),  origin  of,  in  Latin  alphabet, 

46 

Uglheimer,  Peter,  inheritor  of  Jenson’s 
types,  204;  bindings  made  for,  541 

Ulm,  center  for  production  of  playing 
cards,  244;  early  illustrated  books 
printed  at,  244,  246;  ornamental  ini¬ 
tials  and  borders  produced  at,  272 
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Uncials,  50,  51,  52,  55 

United  States,  origin  and  spread  of  print¬ 
ing  in,  401-450;  private  presses  in,  474- 
480;  contemporary  fine  printing  in, 
486-498;  type  design  in,  581-583 

University  of  Chicago  Library,  acknowl¬ 
edgment  to,  vii 

University  of  Chicago  Press,  496 

University  of  Paris,  16th  century,  328, 
330 

Updike,  Daniel  Berkeley,  appreciation  of, 
488,  490;  book  designer,  497 

Utah,  date  of  first  printing  in,  449 

Utley,  George  B.,  acknowledgment  to,  vi 

Utrecht,  Speculum  printed  by  Veldener 
at,  174;  site  of  the  primitive  Dutch 
press?  175;  early  printers  at,  19 1,  254; 
William  Caxton  at,  217 

V  (letter),  vowel  and  semi-vowel  in  Latin 
alphabet,  46,  47 

Vale  Press,  464-465 

Vale  typeface,  465 

Van  Dyck,  Christophel,  Dutch  punch- 
cutter,  575 

Van  Krimpen,  }.,  type  designer,  476 

Van  Royen,  J.  F.  (Zilverdistel,  later 
Kunera,  Press),  481 

Varagine.  See  Voragine. 

Vascosan,  Michael,  333 

Veldener,  Jan,  primitive  Speculum  blocks 
owned  by,  174- 175;  early  printer  at 
Louvain,  192,  254;  at  Utrecht,  174,  254; 
printer’s  mark  of,  291,  301-302 

Vellum,  16;  in  42-line  Bible,  152;  made 
for  Kelmscott  Press,  458 

Vellum  paper,  72 

Venice,  playing  cards  made  at,  102;  first 
printing  at,  187;  master  printers  of, 
1 97-21 5;  center  of  early  printing  in  He¬ 
brew,  282;  illustrated  books  produced 


at,  349-351;  gilt  decoration  of  bindings 
at,  54°>  541 

Verard,  Antoine,  early  publisher  at  Paris, 
276 

Vergetios,  Angelos,  designer  of  royal 
Greek  types  for  Francis  I,  280,  343 

Vergil,  Polydore,  statement  by,  regarding 
invention  of  printing,  162 

Vermont,  first  printing  in,  445 
Vertes,  Marcel,  illustrator,  514 
VH  (letters),  early  Latin  use  of,  for  F, 
44>  45 

Viart,  Guyonne,  widow  of  Jean  Higman, 
wife  of  Henri  Estienne  and  of  Simon 
de  Colines,  328 

Vibcrt,  P.  E.,  wood  engraver,  514 
Vidouve,  Pierre,  printer  at  Paris,  335 
Village  Press,  475,  476,  497 
Village  typeface,  476 
Virgil,  Baskerville’s  edition  of,  374,  375 
Virginia,  first  printing  in,  438,  442 
Vollard,  Ambroise,  French  publisher,  521 
Volumen,  76 

Voragine,  Jacobus  de,  no,  242,  314,  349 
Voskens,  Dirk,  Dutch  punch-cutter,  575 

Vostre,  Simon,  early  publisher  at  Paris, 
276;  book  of  hours  printed  by,  566, 
569 

Voullieme,  Ernst,  bibliographer  of  Co¬ 
logne,  324 

Vox,  Maximilien,  French  designer,  514 
Vowels,  letters  for,  37 
“Vurbyldung”  of  printing,  166 

W  (letter),  origin  of,  in  VV,  47 

Waldfoghel,  Procopius,  133;  inventor  of 
a  method  of  “writing  artificially,”  180- 
181 

Walker,  Emery,  451,  4 66,  471 
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Wadsworth,  Henry,  illustrator,  514 

Walpole,  Horace,  and  the  Strawberry  Hill 
Press,  463-464 

Wang  Cheng,  maker  of  wooden  types  in 
China,  96 

Wang  Chieh,  producer  of  the  earliest 
printed  book,  88 

Ward,  Lynd,  illustrator,  497,  521 

Warde,  Mrs.  Beatrice,  discoverer  of  Jan- 
non  specimen  book,  573;  on  “invisible” 
type,  586 

Weiss,  Emil  R.,  type  designer,  579 

Washington,  State  of,  date  of  first  print¬ 
ing  in,  449 

Watermarks,  71-72;  use  of,  in  study  of 
early  printing,  144,  305;  of  William 
Morris,  458 

Webb,  George,  first  printer  in  South 
Carolina,  442 

Wechel,  Chretien,  printer  at  Paris,  335 

Wells,  John  and  William  C.,  first  printers 
in  Florida,  448 

Wells,  Robert,  printer  at  Charleston,  S.  C., 
427 

W  eltchroni\,  Nuremberg,  1493,  250,  255, 
263 

Wenssler,  Michael,  early  printer  at  Basel, 
r8  7 

Wernher,  Adam,  named  Gutenberg  as 
inventor  of  printing,  162 

Westphalia,  John  of,  first  printer  in  Bel¬ 
gium,  192,  254 

White,  Ethelbert,  illustrator,  512 

Whitmarsh,  Thomas,  early  printer  at 
Charleston,  S.  C.,  442 

Wiebking,  Robert,  punch-cutter  for  F. 
W.  Goudy,  476 

Wiegand,  Willi  (Bremer  Press),  480 

Willoughby,  Edwin  E.,  acknowledgment 
to,  vi 


Willoughby,  Vera,  illustrator,  512 

Wilson,  Edward  A.,  illustrator,  497,  516, 
518 

Wimpheling,  Jacob,  named  Gutenberg  as 
inventor  of  printing,  162 

Wirth,  Rudolf,  illustrator,  516 

Wisslandt,  Jacob,  patron  of  early  printing 
in  Spain,  193 

Wolde,  Ludwig  (Bremer  Press),  480 

Wolgemut,  Michel,  early  woodcut  artist, 
250;  master  of  Albrecht  Diirer,  252 

Women  in  printing  industry.  See  Viart; 
Guillard;  Flores;  Nuthead,  Dinah; 
Goddard,  Mary;  Franklin,  Ann;  Tim¬ 
othy,  Elizabeth  and  Ann;  Gleeson, 
Evelyn;  Yeats,  Elizabeth  C. 

Woodberry,  George  Edward,  on  Thomas 
Bewick’s  woodcut  technique,  549-550 

Woodcut,  earliest  dated,  85 

Woodcuts,  early  European,  101-113; 
methods  of  printing,  106,  108;  in  book 
illustration,  239-263;  in  book  decora¬ 
tion,  269-277;  for  printing  music,  286- 
288;  used  by  Simon  de  Colines,  333; 
first  use  of,  in  Italian  printing,  348; 
colored,  of  Eragny  Press,  465;  improved 
methods  of  Thomas  Bewick,  549-550 

Woolf,  Leonard  and  Virginia,  473 

Worde,  Wynkyn  de,  successor  to  William 
Caxton,  222;  books  of  hours  printed  by, 
276;  printer’s  marks  of,  296-297;  devel¬ 
oped  title  page,  562 

World  Judgment,  fragment  of,  144,  146, 
149 

Wove  paper,  introduced  by  John  Basker- 
ville,  72,  374 

Writing,  beginning  of,  1;  pictographic, 
2,  3;  ideographic,  3;  phonetic,  4-8,  20; 
how  begun,  5-6;  in  ancient  Egypt,  6-7; 
in  Mesopotamia,  7-8;  in  Korea  and 
Japan,  98,  99;  cuneiform,  10,  24;  alpha¬ 
betic,  20,  97;  slow  evolution  of,  20; 
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conservatism  in,  24;  by  children,  35; 
boustrophedon,  36;  cursive,  13,  48,  50, 
52;  hieratic  and  demotic,  13;  ligatures 
in,  53,  55;  national  styles  of,  55,  56-57 

Writing  materials,  10;  papyrus,  13-16; 
parchment,  16-17;  textiles,  17,  61,  62; 
palm-leaf  strips,  18;  influence  of,  on 
writing,  18-19;  bamboo,  61;  clay  tab¬ 
lets,  10 

Wu  Chao-i,  beginner  of  official  printing 
in  China,  89 

Wyoming,  date  of  first  printing  in,  449 

X  (letter),  different  functions  of,  in  an¬ 
cient  Greek  alphabets,  38;  in  Etruscan 
alphabet,  43;  in  Latin  alphabet,  45 

Xylographic  books.  See  Block  books. 

Y  (letter),  origin  of,  in  Latin  alphabet, 

46 

Yale  University  Press,  Carl  P.  Rollins  at, 

496 

Yeats,  Elizabeth  C.,  of  the  Cuala  Press, 
472 

Yeats,  Jack  P.,  472 
Yeats,  William  Butler,  472 


Yemantszoen,  Maurice,  early  printer  at 
Delft,  191 

Yiddish  alphabet,  39 

Z  (letter)  in  early  Latin  alphabet,  45;  re¬ 
introduced,  47 

Zainer,  Gunther,  dispute  of,  with  guilds 
at  Augsburg,  241-242;  printing  of  illus¬ 
trated  books  by,  243-244 

Zainer,  Johann,  early  printer  at  Ulm,  244, 
246 

Zedler,  Gottfried,  on  early  letter  stamps 
for  bookbindings,  132;  on  date  of  the 
World  Judgment  fragment,  144;  on 
method  of  casting  primitive  Dutch 
types,  180,  230-231 

Zell,  Ulrich,  statement  by,  in  Cologne 
Chronicle,  on  invention  of  printing, 
1 66;  miniature  books  printed  by,  309- 
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